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ON THE COUER 


Thunderbirds Are Go 


THIS ISSUE 


All the latest news from the worlds of Gerry Anderson plus Fanderson Report. 


A TRIBUTE TO REG HILL 


Gerry Anderson, David Lane and Ed Bishop pay tribute to the innovation and 
ingenuity of AP Films/Century 21’s managing director. 


THE FAB INTERVIEW: DAUID LANE 


The Century 21 producer/director talks exclusively to FAB about his work on 
Thunderbirds, Joe 90, The Secret Service, UFO and Space:1999 in his 


first-ever interview. 


SCRIPT TO SCREEN - THUNDERBIRDS: MOUE ~ AND YOU'RE DEAD (Part Three} 


The final part of a fascinating in-depth examination of one of Thunderbirds 
most gripping episodes, comparing the original script with the finished film. 


JOE 90: THE DEFINITIVE FAB EPISODE GUIDE {Part Three) 


Our guide to Joe 90 resumes with synopses and notes to a further five episodes. 
from King For A Day to The Fortress. 


FABMAIL 


In a bumper mailbag, Peter Gordeno, the Radio 2 Documentary and the 
Breakaway Convention are among the topics for this month's correspondents. 


TAYBOR'S EMPORIUM 


The market place for Anderson merchandise. 


| can't decide what aspect of the Millennium hoopla is worse: its extreme prematurity or the 
number of ‘people's choice’ lists of the century's best and worst of everything, all of which have seen 
fit to exclude any contribution made during this, the 20th Century's final year. Of course, personal taste 
being what it is, one is bound to violently disagree with these lists and, when it comes down to it, it 
seems to me that the majority of these so-called ‘Millennium Polls’ are more interesting as a 
representation of the fleeting interests of the people who vote in them, rather than as any real 
indication of quality (or even true popularity). 

The recent Millennium Reader Awards in “SFX” magazine was a good example of this. The 
results of the poll claimed to list the top 50 films, books and TV series of ‘All-Time’, with Star Wars, 
“The Lord Of The Rings” and Buffy The Vampire Slayer placed the highest on each respective list. 
Now while | admit that the first two wouldn't have featured in my personal top ten, | can't deny the 
proven importance and significance of their impact on the civilised world, but what claim can Buffy 
The Vampire Slayer possibly stake (pun intended)? Not that I'm saying that Buffy is a bad series (on 
the evidence of the two truly dreadful episodes | have seen, | might be inclined to, although I'm 
prepared to accept | may have just been very unlucky), but does it really qualify as The Best TV Series 
of All Time? No, of course it doesn't, It's just the SF/fantasy TV series that happened to be flavour of 
the month with readers when the poll took place. Thunderbirds, Doctor Who and the original Star 
Trek all appeared somewhere in the “SFX” readers’ top fifty, but even people who don't like those 
shows must be able to see that any one of them is more deserving of that top slot than Buffy, based 
purely on sustained popularity over the last thirty years. 

My guess would be that the poll was seriously skewed in a way that any student of statistics 
would find unacceptable. Since we weren't told how many people voted or how many votes were cast 
for each entry on the list, we can’t say for sure, but | can't think of any other reason why the short-lived, 
barely-seen 1981 Japanese puppet series Star Fleet would have even made it in to the TV top 50 list 
at all, never mind at number 30 (ahead of Space:1999, Quatermass and Captain Scarlet). So few 
people have even heard of it that it just doesn’t seem credible that it should be placed so highly. 

Of course, none of that should deter us from doing our own poll here, and since we haven't had 
a good poll of members’ top Anderson productions for about four or five years, now seems as good 
a time as any. Just send me your personal choice of the ten Best Gerry Anderson Episodes in 
ascending order of greatness together with your nomination for Best Series. Please take the time to 
send us your choices, because the more entries we get, the more valid the results will be. Don't forget 
to include your name and membership number because there'll be a nice prize for one lucky pollster 
drawn at random from all the entries. Chris Bentley - Editor 


FABNES 


Dateline : April/May 2100 


CARLTON LAUNCHES THUNDERBIRDS 
REDIDAL FOR AUTUMN 2000 


Thunderbirds is set to return to UK terrestrial television on BBC2 
this September with all 32 episodes digitally remastered with Dolby 
Surround sound from the original 35mm negatives and processed 
through computers to eliminate sparkle and dirt flecks. The 
remastering process has been undertaken at great expense by 
Carlton International, the Tew" Owners’ of the series, to. ensure a 
previously unmatched degree of picture and sound quality that will 
take full advantage of new digital broadcasting technology. The 
digitally remastered episodes will also be released by Carlton on 
home video in both VHS videotape and DVD formats, with the latter set 
to feature additional interactive elements and a new documentary 
programme about the series. 

Anticipating massive audience interest and learning the lessons 
of the previous BBC screening of the series in 1991 (where retailers 
were initially caught out by demand for merchandise exceeding their 
expectations), Carlton ate spearheading a huge merchandising 
campaign with some 30 licensees already signed by the end of 
February. Sian Facer, Head of Consumer Products at Carlton 
International, told FAB, “Thunderbirds is a very exciting property 
which has timeless appeal to today’s audiences. Response from 
licensees has been fantastic and we are delighted that-so.many 
companies are on board. Our aim is to make Thunderbirds the ‘must- 
have’ toy for Christmas 2000, and so far we look firmly on track. to 
deliver this promise.” 

Majortoy licensee Vivid Imaginations will be launching a 
collection of action figures, Thunderbird vehicles and a Tracy island 
playset equipped with Soundtech speech phrases and sound effects. 
Scott, Virgil and Alan Tracy will be available as fully articulated ‘Action 
Man’ size dolls, each with five electronic speech phrases and 


+ Carlton Relaunches Thunderbirds with Digitally Remastered Prints 
Derek Meddings Tribute Event Announced 

+ The Mysterons Return in Captain Scarlet C&l Test Film 

+ Gerry Anderson to Deliver British Design & Art Direction Lecture 
«Members Now Able to Pay for Club Services with Credit Cards 

+ UF:1999 Mini-Con Report 


accessories. The range of die-cast International Rescue vehicles 
includes Thunderbird 1, Thunderbird 3 and FAB 1 each equipped with 
three speech phrases and International Rescue ID card, while 
Thunderbird 2 comes complete with Thunderbird 4 and The Mole and 
is equipped with five speech phrases and a removable pod. The most 
wanted toy of the year, however, is all set to be Vivid Imaginations 
Soundtech Tracy Island playset which features fifteen speech phrases, 
launch music and a back section which opens up to reveal Jeff Tracy's 
office complete with illuminated portraits. 

Nick Austin, Managing Director of Vivid Imaginations, told FAB, 
“Thunderbirds will be one of the top three boys’ concepts for Autumn 
2000. We anticipate retail sales of around £10 million from September 
to December and believe that 2001 could be even bigger as video 
sales kick in to support programming.” 

Leading video games manufacturers SCi Entertainment Group 
announced last December that they had acquired the video game 
rights to Thunderbirds, and have subsequently revealed that they are 
prototyping Thunderbirds for Sony Playstation 2 and Nintendo 
GameBoy Color, both scheduled for release later in the year. Other 
licensees will be producing everything from stationery, toiletries, 
playsuits, underwear, T-shirts and soft furnishings to mobile phone 
accessories, motor cycle helmets, computer accessories, board 
games, adult jigsaws and frozen vegetarian nuggets. Bransford 
Garden Plants are preparing a Lady Penelope rose, Slow Dazzle 
Worldwide will be publishing a 35th Anniversary calendar, and a 
children's promotion in KFC restaurants will starton December 1st. 

Carlton Books are planning a full range of Thunderbirds books 
aimed at different..readerslevels..including picture storybooks, a 


colouring book, a puzzle book and a photonovel-type hardback 


annual which will tell the story of Security through the use of 
high-quality video capture images from the new digital, print of the 
episode. Artist Graham Bleathman is working on a highly-detailed 
Cross Sections book which will reveal the inner workings of all of the 
major International Rescue vehicles from the Thunderbird craft, and 
FAB 1 to the pod vehicles and hoverjets. 

The keystone of the Carlton Books’ range will be a large-format 
full colour coffee-table book, “The Complete Thunderbirds”, which 
aims to be a definitive reference to the Thunderbirds phenomenon. 
Written by Fanderson Chairman Chris Bentley, the book reveals the 
making of the series and feature films, examines the future world of 
Intemational Rescue as seen in the episodes, and discusses the 
Variety of ways in which the-Thunderbirds format has been 
rescreened and redeveloped over the lastthirty years. “The Complete 
Thunderbirds” also includes a comprehensive episode guide unlike 
any other previously published guide to the series, which also 
includes Thunderbirds adventures developed by the Century 21 staff 
in alternative media such as the Mini-Albums, comics and novels, 

Thunderbirds merchandise will start to appear in shops in the 
UK during August to tie in with the BBC screenings, which are 
currently planned for late afternoons on Saturdays from early 
September through to April 2001. 


BOND AND BEYOND - THE MOVIE MAGIC OF DEREK MEDDINGS 


Ksthe BIGGEST Its the BEST ts BOND. In conjunction — with 
bast Fanderson and the The 


James Bond Collectors 
Club, The National Museum of 
Film, Photography  & 
Television will be hosting a 
special two-day tribute to 
special effects supremo Derek 
Meddings this May. The 
weekend event, to be staged 
at the Museum's Pictureville 
Cinema in Bradford, will 
celebrate the film and 
television effects work of 
Derek Meddings through 
screenings of his most 
popular and best-known work 
and guest talks by some of his film industry colleagues. 

Meddings, who died in 1995, was visual effects supervisor on 
all of the Gerry Anderson films and television series from Supercar 
through to UFO, developing the craft of miniature model effects to a 
fine art. Meddings created visionary futuristic technology and 
breathtaking explosive disaster on a grand scale, elevating visual 
effects to a level previously unseen on either side of the Atlantic. 
Later, he brought this expertise to the big screen with lavish effects 
work on the Roger Moore James Bond films (including The Spy 
Who Loved Me and Moonraker), creating spectacular settings for 
the world’s most famous superspy - both on Earth and in space. 

Bond And Beyond: The Movie Magic of Derek Meddings 
will pay tribute to the man whose work inspired a generation of 
model builders and effects designers and thrilled audiences around 
the world for nearly four decades. The event is being organised for 
the Museum by Fanderson and The James Bond Collectors Club. 
who will also be mounting a display of models, costumes and props 
from the Meddings oeuvre. This will include the various 
Thunderbirds vehicles, FAB 1, the original studio Sky One and 
Interceptor madels from UFO, a collection of original studio 
Supermarionation puppets, Stromberg uniforms from The Spy Who 
Loved Me and laser guns from Moonraker, amongst many other 
items. There will also be an extensive display of related Anderson 
and Bond memorabilia. 

The special guest speakers confirmed for the weekend 
(subject to personal and professional commitments) are Oscar- 
winning production designer Peter Lamont and 007 film producer 
Michael G. Wilson. 

Peter Lamont has worked on 16 of the 19 Eon James Bond 
films and collaborated closely with Derek Meddings on his six Bond 
features. Lamont's other major feature film work includes The 
Ipcress File, Fiddler On The Roof and three films for James 
Cameron: Aliens, True Lies and Titanic 

Michael G. Wilson has been involved in the production of the 
last ten 007 films and has co-written five of them. He joined the legal 
department of Eon Productions in 1972 but received his first credit 
as assistant to producer Albert R. Broccoli, his step-father, on The 
Spy Who Loved Me. He is currently developing the 20th Eon 007 
feature for a 2001 release. 

They will be joined by assistant director Elliott Meddings who 
worked with his father on Batman and GoldenEye. Elliott will also 
be displaying a collection of his father's production design 


illustrations from the Gerry Anderson series and the 007 films. 

Bond And Beyond offers a rare opportunity to see eight of 
Meddings’ most effects-intensive feature films on the big screen: 

Doppelganger (1968) Dir: Robert Parrish 

Cast: lan Hendry, Roy Thinnes, Patrick Wymark 

The Spy Who Loved Me (1977) _Dir: Lewis Gilbert 

Cast: Roger Moore, Barbara Bach, Curt Jurgens 

Superman (1978) Dir: Richard Donner 

Cast: Christopher Reeve, Marlon Brando, Gene Hackman 

Moonraker (1979) Dir: Lewis Gilbert 

Cast: Roger Moore, Lois Chiles, Michel Lonsdale 

For Your Eyes Only (1981) Dir: John Glen 

Cast: Roger Moore, Carole Bouquet, Julian Glover 

Krull (1983) Dir: Peter Yates 

Cast: Ken Marshall, Lysette Anthony, Freddie Jones 

Batman (1989) Dir: Tim Burton 

Cast: Michael Keaton, Jack Nicholson, Kim Basinger 

GoldenEye (1995) Dir: Martin Campbell 

Cast: Pierce Brosnan, Sean Bean, Izabella Scorupco 
Episodes of Thunderbirds and UFO will also be shown, together 
with archive interviews and behind-the-scenes footage of Meddings 
at work in documentary programmes produced especially for 
screening at Bond And Beyond 

Author Gareth Owen will be signing copies of his book “The 
Pinewood Story’, the new officially authorised history of Pinewood 
Studios, which will be launched at Bond And Beyond. The book 
features extensive material on Derek Meddings' work at Pinewood. 

Bond And Beyond will take place on the Bank Holiday 
weekend of May 27th and 28th, 2000. Special concessionary ticket 
prices for Fanderson and James Bond Collectors Club members are 
£15 for the full weekend or £10 per day. Non-members ticket prices 
are £25 for the full weekend or £17.50 per day. 

For further information and ticket bookings contact the box 
office of the National Museum of Film, Photography & Television on 
01274 202030. For information about accommodation and transport 
in the Bradford area, contact the Bradford Tourist Information Centre 
on 01274 753678. Further details will be posted as they become 
available on the FABNews page on the Fanderson website at: 

www.kikgraphics.demon.co.uk/fanderson.htm! 


FANDERSON REPORT 


CREDIT/DEBIT CARDS 


Meeting exasperated Americans at the “Breakaway 
convention September inspired me to pursue easier ways for 
them to join Fanderson, so last issue | was here saying that 
could now accept cheques in US Dollars. However, this was alwa\ 
seen as a temporary measure until we could arrange credit/debit 
card payment facilities. 

Well, being a Fanderson member has just got better - not only 
for US members, but for everyone - because we can now take most 
credit and debit cards as payment for your membership, sales order 
or Century 21 convention registration! This is obviously a much 


More convenient way of paying for everything, as there are no 
conversion calculations for overseas members, and any bank 
charges are included with the transaction w! 


n it appears on your 
statement. 

You should find a Credit/Debit Card Sales Order Form with this 
FAB which must be fully completed for your order to be processed 
(you might also want to make a copy of the form for future orders). 
The Century 21 convention registration forms and membership 
renewal forms have also been designed to enable you to pay using 
your card. You must use these forms to ensure that you provide us 
with all the information we need. Please note that you should never 
send your card details via e-mail as this does not use a “secure 
server” and Fanderson can accept no responsibility for misuse of 
your account should you decide to do so. 


FOR THE BEST RESULTS... 


Cathy Ford's Superpostalauction report in FAB38 highlighted 
a problem that regularly faces those of us who run Fanderson for 
you. Letters and packages, and orders to Fanderson Sales are often 


MMYSTERONS RETURN IN Cal TEST FILM 


Gerry Anderson has returned to the world of his 1967 
Supermarionation series Captain Scarlet for trials of an innovative 
process of computer graphic imaging similar to that being used on 
major motion pictures such as The Mummy. The short test film, 
Captain Scarlet And The Return Of The Mysterons, employed the 
vocal talents of the original series voice artists Francis Matthews and 
Ed Bishop who reprised their roles as, respectively, Captain Scarlet 
and Captain Blue, to help in the recreation of the popular puppet 
characters, now rendered entirely with computer animation which 
enables them to run, jump and fight with fluidic movement for the first 
time. Former Space Precinct voice artist Gary Martin took on the roles 
of Captain Black and the voice of the Mysterons, and all three voice 
artists were fitted with sensors which recorded their facial movements 
while performing the dialogue, transferring this information to the 
character models in the computer so as to match the dialogue to facial 
expression. Space Precinct visual effects supervisor Steven Begg 
revamped the original designs of the Spectrum Saloon Car, Spectrum 
Pursuit Vehicle and Angel Interceptor, and these too were modelled by 
the computer, 

However, despite rumours and unsubstantiated reports which 
have appeared recently in a number of media magazines, Gerry 
Anderson and Carlton International are keen to point out that work on 
the four minute test film does not necessarily mean that a new series 
of Captain Scarlet will follow. A spokesman from Carlton International 
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INTRODUCE A FRIEND 


And finally, had quite a few mer 
memberships as Christmas gifts for friends since we announc ed the 
Introduce a Frien m last September. Don't forget 
membership might make an ideal birthday gift too, and your own 
membership will extended by one f FAB magazine (per 
new member introduced) in return! 
Nick Williams - Fanderson Secretary 


confirmed that the company is looking at testing some of the 
Supermarionation titles in new media formats and that one of the 
formats that is presently being tested is CGI. Whilst the spokesman did 
acknowledge that Captain Scarlet was presently being assessed in 
this format, he stressed that these tests were at a very early stage, and 
that no decision on commissioning a full production was immediately 
imminent. 

The spokesman added, “We are delighted with the world 
response to our recent launch of the Thunderbirds campaign, and are 
looking forward to updating Fanderson with news after the TV market 
MIP later in April. In the meantime, we are planning our future with the 
Supermarionation catalogue: we are looking at all our options with a 
view to the world’s broadcaster and licensing market in mind.” 


GERRY ANDERSON 10 DELIVER 
PRESTIGIOUS BDGAD LECTURE 


Gerry Anderson will be giving this year’s British Design and Art 
Direction President's Lecture at the UCI Plaza Cinema near Piccadilly 
Circus in London on Tuesday, May $th. Entitled “Why | Never Grew 
Up”, the lecture will cover the broad spectrum of Gerry's career, 
focussing particularly on Thunderbirds, but coming right up to date 
with Lavender Castle. The lecture will include an exclusive preview of 
extracts from the remastered episodes of Thunderbirds, and will be 
followed by a question and answer session. Gerry will also be signing 


autographs with all proceeds to be donated to the Thames Valley Air 
Ambulance service. 

The evening event takes place in Screen One at the UCI Plaza 
Cinema, 17-25 Lower Regent Street, London SW1 (nearest tube 
Piccadilly Circus). Doors open at 6.30pm with complimentary drinks in 
the foyer before the lecture itself begins at 7.15pm. Tickets are £15 per 
person and can be obtained by contacting Camille Huxham on 020 
7840 1135. 


WHERE ARE THEY OW DEPT. 


BARBARA BAIN (Space:1999's Dr. Helena Russell) recently 
completed a role in the digital feature film Bel Air for director 
Christopher Coppola. A release date has yet to be set but the film 
should be appearing in new digital cinemas very soon. Barbara can 
also be seen in Panic which opened at the Sundance Film Festival on 
January 22nd. This highly-acclaimed feature from writer/director Henry 
Bromell co-stars Donald Sutherland, John Ritter and William H. Macy... 
RAY BARRETT (the voice of Stingray's Commander Sam Shore) is 
currently starring as Len Taylor in the acclaimed new Australian drama 
series Something In The Air... 

ED BISHOP (UFO's Commander Ed Straker) starred as Mr. 
Bellmont in BBC Radio 4's dramatisation of Harriet. E. Wilson's 
autobiographical novel Our Nig on March 7th. Earlier the same day, 
Ed could be heard once again as the definitive radio Philip Marlowe in 
the second part of Radio 4’s The Radio Detectives, which examined 
the development of Raymond Chandler's wise-cracking private eye. 
Two weeks: later, on. March 22nd,Ed made another Radio 4 
appearance as Leslie in Neil Brand's The Art Class, an original play 
for radio about the top secret wartime Manhattan Project... 

WINDSOR DAVIES (the voice of Terrahawks’ Sgt. Major Zero) 
appeared as Rottcodd in the lavish BBC2 adaptation of Mervyn 
Peake’s Gormenghast novels, broadcast in four parts from January. 
17th. Davies’ character was one of several that were dramatically 
altered from the source material, elevated from reclusive curator of the 
Hall of Bright Carvings to blustering captain of the House Guard... 
GABRIELLE DRAKE (UFO's Lt. Gay Ellis) starred as Emily Flyfax in 
the Radio 4 dramatisation of of Arnold Bennett's comedy The Fish on 
April 12th... 

MARTIN LANDAU (Space:1999's Commander John Koenig) is 
currently in the UK filming the boxing movie Shiner for director John 
Irvin with co-stars Michael Caine and Kenneth Cranham. Martin will 
next be seen in the wrestling comedy Ready To Rumble which 
opened in the United States on April 14th... BARRY MORSE 
(Space:1999's Professor Victor Bergman) appeared as Mr. Wingfield 
in the TV movie Anne Of Green Gables: The Continuing Story which 
follows the World War | adventures of L.M. Montgomery's heroine 
Anne Shirley, played here by Megan Follows. The film premiered in 
Canada on March 5th and will air in the US on July 23rd... 

CHARLES ‘BUD’ TINGWELL (the voice of Captain Scarlet’s Dr. 
Fawn) appeared as a businessman in Aleksi Velli's comedy feature 
The Wog Boy which opened in Australia on February 24th. Expect a 
title change before the film is released in the UK. Bud has also recently 
completed a recurring role in several episodes of the long-running 
Aussie soap Neighbours... WANDA VENTHAM (UFO's Colonel 
Virginia Lake) made a guest appearance as the appropriately named 
Alice Fullcup in Mental Apparition Disorder, the second episode of the 
BBC's Randall And Hopkirk (Deceased) revival. The same episode 
featured a brief, but sinister, cameo by STEVEN BERKOFF (UFO's 
Captain Steve Minto) as a character known only as The Mouth... 
Former Century 21 flying unit director PETER WRAGG retired from his 
position as head of the BBC’s visual effects department at the end of 
March. 


UF 


Bradford - September 12th, 1999 


A Special Report by Martin Gainsford 


During the Summer of 1999, Fanderson were approached by the 
management of the Pictureville Cinema in Bradford, West Yorkshire to 
organise an event to celebrate the most spectacular of Gerry 
Anderson's programmes: Space:1999. This, is was hoped, would 
Offer an alternative to the big Los Angeles “Breakaway” celebration, 
enabling fans on this side of the Atlantic who were unable to attend the 
year's major Space:1999 convention to celebrate the date of the 
Series’ fictional Breakaway at a venue closer to home. 

Fanderson honourary member Andrew Staton has been 
responsible for the organisation of many successful events at the 
Pictureville Cinema, covering a vast range of popular subjects 
including the Eon productions series of James Bond films, The 
Avengers television series and martial arts legend, Bruce Lee. As the 
major driving force behind. previous Anderson-related events at 
Pictureville, Andrew was approached by manager Bill Lawrence to co- 
ordinate an event in celebration of Space:1999, and so it was that 
Fanderson became involved and | was asked to join Andrew as co- 
organiser. 

After some discussion, it was agreed to incorporate UFO into the 
event. It is well documented that Space:1999 developed out of an 
aborted second season of UFO, so it made good sense to have a joint 
Celebration of these two popular programmes as 1999 was also the 
30th Anniversary of the start of production on UFO. This was to be the 
first major event that Fanderson had staged since Carlton's purchase 
of the ITC catalogue, of which the Gerry Anderson programmes are a 
small but revered part, and through our club public relations 
representative, Ralph Titterton, we were delighted to learn that the 
event had Carlton's full support. Their assistance with the official 
Clearance for screenings of episodes from both programmes and the 
use of appropriate images in both pre-publicity flyers and the event 
brochure was most welcome. 

With the date set for Sunday, September 12th, we began to put 


together a plan for the day. As our model and puppet displays have 
proven so popular in recent years, an exhibition was the first thing that 
we decided upon, As with previous events, the very loyal Fanderson 
model team volunteered to help the moment they became aware that 
a Fanderson event was on the horizon. David Sisson offered his entire 
collection of studio standard replicas from both programmes and 
attendees were treated to a display of his fabulous UFO Moonbase 
Interceptor, SHADO Mobile and Lunar Module along with an original 
Space:1999 Alphan space suit. 

The suit was part of a dazzling display of original costumes 
which was primarily courtesy of Derek and Julie Dorking, and the 
actual uniforms worn by Catherine Schell, Tony Anholt and Barbara 
Bain in Space:1999's second year proved popular with visitors. One 
of the most interesting costumes on display was the off-duty SHADO 
Moonbase girl's cat-suit. The form-fitting silver costume proved a real 
crowd-pleaser as many attendees were unaware that one of these 
amazing outfits still existed. The silver leather parts of the costume 
have been authentically replicated by Derek and Julie and many 
young ladies attending the event gazed enviously at this wonderful 
1960s vision of what women were likely to be wearing in the 1980s. 
Derek and Julie were unable to attend themselves but very kindly 
entrusted me with their wonderful pieces of Anderson wardrobe to 
display. Along with the costumes, Derek is also the proud owner of 
Keith Wilson's original designs for the Alien costume from UFO and 
also a design for a costume worn by the actor Franco Derosa, who left 
the show after only a few days’ filming on what would have been one 
of the series’ leading roles. All of these beautiful designs were on 
display and proved immensely popular. 

Chris King, always heavily involved in events such as this, was 
responsible for a stunning five cabinet display of original 1970s UFO 
and Space:1999 merchandise. His complete collection of Palitoy 
1999 dolls and the huge American Mattel Eagle proved a massive hit 
with attendees and these fabulous pieces stirred many long dormant 
memories amongst visitors who had played with such pieces as 
children. 

The skills of the aforementioned David Sisson are well known 
and, in fact, it was his 44 inch Eagle replica which graced the cover of 
the 1999 official Slow Dazzle Space:1999 calendar. This fabulous 
creation was on display in all its glory and many visitors were amazed 
to discover that it wasn't actually an original. This was quite a 
compliment for David because on display alongside his Eagle was a 
genuine studio original courtesy of Anderson collector Phil Rae. His 
collection of original models was a very welcome addition to an 
already awesome display. The breathtaking collection of vehicles was 
one of the most extensive that Fanderson have been able to stage for 
many years and Phil's contribution in this regard was immense. From 
UFO we were able to display Phil's two original Interceptors. There 
was the large 26 inch version (again, authentically replicated by the 


very talented Mr. Sisson), and Phil also brought along the smaller 
scale Interceptor, little more than 12 inches in length, which was used 
by the Century 21 model team to give the impression of distance in 
relation to the larger models. This lacks the detail of the large scale 
version but is nonetheless an exceptionally impressive piece. The 
largest studio Sky 1 model remains one of the most impressive 
models that | have ever seen, and this was also on display. 

Phil's Space:1999 collection is without equal and we were 
privileged to be able to show just a portion of it. Amongst other pieces, 
on display was a smaller scale Eagle in freighter mode together with 
some of the interchangeable pod sections used in the programme to 
give the impression that Alpha housed a vast fleet of Eagles all of 
which were capable of various tasks, Two Hawks and a small Lunar 
Buggy completed the impressive display and from the amount of 
photography that took place throughout the day, the model team 
could rest assured that their immense efforts were truly appreciated. 

We were also most fortunate to be able to display items from the 
collection of the late Fanderson Chairman, Neil Swain. Neil's extensive 
collection covered all the Anderson programmes but Space:1999 was 
a particular favourite of his, so we were honoured to be able to display 
an original Alpha medic’s costume and some pieces of Moonbase 
Alpha itself in the form of some studio miniatures. It was to his memory 
that the event was respectfully dedicated. 

But what is a Fanderson event without guests? As this was to be 
a special event, we were hoping to have the attendance of some very 
special guests and our aspirations were fulfiled when we received 
confirmation of attendance from Eagle pilot, Bill Fraser, better known 
as actor John Hug. John was very enthusiastic about the whole 
concept of the mini-con and so it was with some sadness that he 
called on the day before the event to tell us that he was unwell and 
would not be able to join us. Thankfully, his condition was not too 
serious but it was something of a disappointment, not only for us but 
also for John as he was so very keen to attend. 

Fortunately, John’s absence was more than made up for by our 
UFO guests. We were joined by Alan Perry, director of some of the 
programme's most popular episodes and also a major influence on 
the earlier Supermarionation programmes in his roles as camera 
operator and director. Alan spoke at length on stage with former FAB 
editor lan Fryer about his time as a member of the Century 21 
Organisation and entertained everybody with his light-hearted 
recollections. Later, lan was joined on stage by someone that many of 
our attendees were particularly pleased to meet, for it is the image of 
Gito Santana that we first see at the start of each episode of UFO - as 
those famous contact lenses are removed from the Alien's eyes in a 
scene from Identified. The audience were treated to a whole host of 
fascinating anecdotes from Gito relating to his time as a member of the 
cast of UFO as well as his later career in films such as Octopussy and 
the Luc Besson blockbuster The Fifth Element. 

After the interview sessions, Alan and Gito took their places for 
autograph signings. Under the supervision of Jackie Dear, who looked 
after our guests wonderfully all day, attendees had the chance to chat 
informally with Alan and Gito. At many events, | have found these 
sessions to be something of a ‘production line’ and sometimes rather 
impersonal, but due to the warmth of the attendees and the good 
humour and charm of the guests it all went splendidly. Many a UFO 
Annual was signed along with all sorts of ITC paraphernalia, 
Fanderson Collectors Cards and photographs. 

It was during this signing session that attendees were treated to 
a live recreation of a visual effects sequence from the series: the 
destruction of a UFO. Phil Rae recognised what a great photo- 
opportunity it would be to have Gito holding his studio standard UFO 
model and Gito was more than happy to oblige. As flash bulbs popped 
all around, Gito spun the UFO under Alan's direction. For display 
purposes, Phil had wired it in the same fashion as the original studio 


version and, to the delight of the crowd, Gito began to ‘fly’ the spinning 
UFO ina surprisingly authentic fashion. Suddenly, disaster struck. The 
spinning UFO caught the corner of one of the nearby display cabinets 
and, just as in UFO itself, silver paddles went flying off in all directions 
and the previously smooth motion was replaced by the sickening 
unbalanced spiral which so often brought a cruel smile to the lips of 
Captain Carlin. Gito was devastated but Phil laughed it off saying, “I 
can't think of anybody more suitable to smash up my UFO than Gito. 
That's what happened to his UFOs in most of the episodes anyway.” 

One of the most positive aspects of the event was the fact that 
even though both UFO and Space:1999 have been recently screened 
on terrestrial television and are available on home video, virtually all of 
the attendees watched the episode screenings on the big screen in 
the Pictureville theatre. A highlight of the day's screening programme 
was The Space:1999 Documentary courtesy of Kindred Productions, 
as many non-members in attendance were unfamiliar with the 
documentary and voiced their approval and admiration for the 
programme. 

At various points during the day, Andrew Staton held ‘mini- 
auctions’ of original props and items from Space:1999 and, along with 
a very successful raffle, Fanderson were able to raise a significant 
amount of money to help finance The Supermarionation 
Documentary programme currently in production. The club is 
fortunate to have many generous members who donated items for the 
auction and others who bidded for those items with such great 
enthusiasm. 

We were pleased to see many familiar faces on the day, some 
old and some new. David Nightingale and Keith Jones, two of the 
club's oldest honourary members and veterans of many Fanderson 
conventions seemed to be having a good time along with some of our 
newer members. Annette Hill, a leading authority on the ITC 
Programmes and one of the authors of the new ‘A Guide To 
Avengerland” book also joined us. Some of the newer faces had come 
to know of the club and its activities from our more recent exhibitions 
in Eastbourne and other events in the South and we were pleased to 
hear that they considered their lengthy journey ‘up North’ to have 
been very worthwhile. Other attendees came from afar afield as Bristol, 
Watford, Newcastle and Nottingham, We were even visited by a 
couple of ‘Liver-Birds' who seemed to enjoy the day a great deal. 

The makers of a BBC radio documentary were in attendance to 
soak up the atmosphere of a Fanderson event and to meet both 
Quests and fans of the programmes. Interviewer Frank Wilson was 
keen to talk to genuine enthusiasts of all ages to find out exactly what 
itis about Gerry's programmes that instills such passion and devotion 
in them, and many of the comments he recorded appeared in the 
programme, Thunderbirds Are Go: Sci-Fi On Strings, when it was 
transmitted in February. 

Chris King was invited on stage to answer some questions about 
Fanderson’s Year Two Space:1999 CD, at that time still in production. 
In his capacity as an independent record producer and writer who has 
worked with the likes of Gary Numan, Chris had been invited by 
Kindred’s Tim Mallett to assist with production at the legendary Abbey 
Road Studios in London, and brought with him an exclusive early 
demo of a re-mixed version of the classic Barry Gray Space:1999 
theme. Using samples of all the original guitar riffs, drum beats and 
synthesiser parts, the piece proved popular with attendees. 

With a superb display of models and costumes, episode 
screenings and the chance to meet some fantastic guests, the 
UFO:1999 day was an event that many club members will be 
disappointed to have missed. Our thanks must go to Bill Lawrence, 
manger of the Pictureville Cinema, and his superb staff wno made us 
all feel most welcome throughout the event. Bill voiced an interest in 
Fanderson staging further events at the venue in the future and it is 
something we will most certainly be considering. 
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Reg Hill, art director and producer of the Gerry Anderson Supermarionation series, died at his home in 
Weybridge last October. An artist and model-maker who designed the title vehicles for Supercar, Fireball 
XL5 and Stingray and went on to make innumerable important contributions to the production of the AP 
Films/Century 21 films and television series, Reg Hill is remembered by his colleagues 
Gerry Anderson, Ed Bishop and David Lane. 


GERRY ANDERSON 
Writer, Director & Producer 


Reg Hill was a founder member of AP Films, later to 
become The Century 21 Organisation. Along with my fellow 
directors, | worked with Reg from the very first television series 
we made, The Adventures Of Twizzle, right through to the 
second series of Space:1999. 

During the last war, Reg was an engineer in the RAF 
working day and night helping to keep our bomber force in the 
air. | don’t know when he first took an interest in art work, but 
when | met him, he was already a highly accomplished artist. 
With these diverse talents, Reg was able to make an enormous 
contribution to all the television shows we made together. 

Reg was the art director on our early productions and he 
did some brilliant work on Torchy The Battery Boy and our 
puppet western Four Feather Falls. One of the most 
memorable sets he designed was the Saloon Bar in Main 
Street. After the completion of that series, our little company 
fell on hard times and it looked as if AP Films was to be shut 
down, but... Reg set to work and produced a superb 
presentation brochure for our proposed new series called 
Supercar. 

When I took the brochure to Lew Grade at ATV, he was so 
impressed that he immediately placed an order for twenty six 
episodes. Reg set to work again and made a wonderful model 
of Supercar, one that was big enough for the puppets to sit in. 
That model was used throughout the production and | was 
beginning to appreciate Reg’s talents more and more. It 
seemed there was little he couldn't turn his hand to. 

As the years rolled by, Reg was at the forefront of all the 
development work we undertook. He played a key part in the 
development of the sophisticated puppets that were used 
when we introduced Supermarionation. He designed the 
aquariums and model sets that enabled us to film Stingray 
under the sea, without the Stingray model ever getting wet. He 
also designed the water tanks that were used for shots where 
Stingray was to travel on the surface. These tanks had to be 
strong enough to contain a huge amount of water, and light 
enough to be wheeled on and off the stages quickly 
Whenever there was a technical problem to be solved, Reg 
was always there with the answer. Reg was a perfectionist. 
Whatever he did, he did brilliantly. 

In the early days, the Special Effects department had to 
repaint the entire scenic backing every time they changed 
from a scene that required a night sky to one that required a 


day sky and vice versa. Reg overcame this problem by 
building a tower above the studio roof which allowed the 
special effects technicians to fly all the backings overhead and 
then lower whichever one they wanted to use in a matter of 
minutes instead of the hours it used to take them to repaint the 
backings. Multiply these examples by a hundred and you will 
begin to have some idea of Reg's talents and the huge 
contribution he made to our films, 

This very unusual combination of engineer, artist, art 
director, model maker and photographer enabled him to 
support our production line in many ways. Although it isn’t 
widely known, Reg played an important part in the setting up 
and running of our special effects department which was 
headed by Derek Meddings. 

An outstanding artist, Reg was able to paint with photo 
realism. His storyboards were the finest | have ever seen. One 
would have to write a book to list all the things Reg did for the 
company. Unfortunately, his invaluable contribution was 
mainly made behind the scenes and Reg never received the 
recognition he deserved. 

Reg and | were firm friends and it was a matter of great 
regret when he told me towards the end of the second series 
of Space:1999 that he was going to resign from the company. 
| tried to get him to stay on, but once Reg made up his mind 
about something, nothing would change it. 

He said to me as he was leaving, and | remember it so 
well, “I'm very happy with Lilly (his wife) and I'm going to live 
as long as possible to.be with her as long as possible.” And 
that’s exactly what he did. 

| am sure there are many, many people in the industry - 
and especially those who worked for AP Films and Century 21 
- who would wish to join me when | say that Reg was a true 
gentleman who made a huge contribution to alll the films we 
made together, films that have been enjoyed by children of all 
ages across the world. 

On their behalf... thanks Reg. 


ED BISHOP 
Actor 


| first met Reg Hill on the day in 1965 when we all got 
together at the Denham Studios to start recording Captain 
Scarlet. He was tall and imposing and reminded me of a 
Guards officer inspecting the troops! 

On talking to Reg, that image was soon dispelled. He was 
warm, friendly, unpretentious and with a wonderful sense of 


humour that really did grow on you the longer you knew him. 

He did not often get down to the floor at the sharp end of 
production on UFO. His contribution always seemed to take 
place in the rarefied atmosphere of the executive suite where, 
the passage of time has shown me, a great deal more 
creativity goes on than is usually given credit to. When he did 
visit the set, he always had a friendly word. 

| never saw Reg after we finished UFO in 1970, but | will 
always hold a fond memory of the friendly man who was an 
integral part of the creative force that was Century 21 
Productions. 


DAVID LANE 
Editor, Director & Producer 


| first met Reg in 1961 when | joined AP Films at Ipswich 
Road, Slough as an assistant editor on the last 13 episodes of 
Supercar. My first impression of Reg was of a real ‘Gent’. | 
knew he was a director of the company who did ‘something’ in 
the office. 

As | got to know him a little better during the series, we 
discovered that we had at least one thing in common. We had 
both worked at Beaconsfield Studios on various TV series 
during the 50s, he as art director on The Adventures Of 
Robin Hood and myself on post-production at the old Anvil 
Dubbing Theatre on a production from Australia called 
Whiplash and an ill-fated series for ITC called Secret Service 
(not the Stanley Unwin version) which closed after 13 
episodes. 

Reg was great at reminiscing. He'd say, “Well, mate, we 
only had two tins of paint, one white and one black.” “Why was 
that?” I'd ask naively. “Well, mate, we were shooting in black 
and white - all tones of grey!” and he'd laugh like a drain until 
the tears rolled down his cheeks. 

In 1963, the company moved to Stirling Road on the 
Slough Industrial Estate to produce the TV series Stingray. 
Reg was heavily involved in the design and layout of the “New 
Studios” which was his pride and joy. Always an admirer of 
precision, his one indulgence was fine motor cars, such as 
Jensen and Mercedes. | can hear him saying now, “Beautifully 
put together, mate. Beautifully put together.” 

During the following years, Reg continued as producer 
on the TV series, ran the studios, designed the company note 
paper and generally took on and completed any task that was 
thrown at him. He was especially supportive of myself during 
my directorial baptism and always had time to listen and give 
a friendly word of advice without ever having a bad word to say 
of anybody. He was totally loyal to those around him. 

After the closure of the studios in 1969, Reg moved on to 
co-produce UFO, The Protectors and Space:1999. | had the 
good fortune to spend more than one pleasant evening with 
Reg and his wife at their home in Weybridge. In later years, we 
lost touch as far as ‘evenings’ went, but it was always a 
pleasure to exchange Christmas cards. In all the years | knew 
him, he was never in the best of health, but | never heard him 
complain. 

To me, Reg will always be the ‘Gent’, a friend with a 
wonderful sense of humour. 


Right (top to bottom): Reg Hill (right) with Gerry & Sylvia Anderson 
on the set of Supercar in 1960; Reg Hill (left) with Gerry & Sylvia 
Anderson and John Read (right) during production of Thunderbirds 
in 1966; Reg Hill (left) with Martin Bower (right) and Supercar at the 
PsyCon Space:1999 convention in 1992. 


David Lane is best-known as 
the director of the two 
Thunderbirds feature films, 
Thunderbirds Are Go and 
Thunderbird 6, as well as 
many of the most popular 
episodes of Thunderbirds and 
UFO. But David's first work 
for Gerry Anderson was as 
an assistant editor on the 
second series of Supercar, 
joining AP Films full time as 
an editor shortly after when 
production began on Fireball 
XL5. 

David went on to edit 12 
episodes of Fireball XL5 and 
then 14 episodes of Stingray, 
before being offered the 
chance to direct. Over the 
next six years, David helmed 
some of the most popular 
episodes of Thunderbirds 
(including Terror In New York 
City, End Of The Road and 
Attack Of The Alligators) and 
UFO (including Exposed, A 
Question Of Priorities and 
Sub-Smash), as well as one 
episode of Captain Scarlet 
And The Mysterons (Winged 
Assassin). He took the 
director's chair for both of 
the big screen excursions of the Tracy boys, and was then 
promoted to producer on Joe 90 and The Secret Service. After 
UFO, he worked again for Gerry Anderson as supervising 
editor on The Protectors and Space:1999 Year One and 
technical director on Space:1999 Year Two. 

Later, David branched out on his own and carved himself 
a very successful niche as one of the country’s top television 
commercial producers. In recent years, he has enjoyed 
tremendous success with work he has done for MTV and the 
incredibly popular Lego Star Wars range of toys, amongst 
others. Martin Gainsford was recently invited to talk with David 
about his time on the various Anderson productions. 


Can you tell us a little about your early life and interest in film? 
Well, | was brought up in Uxbridge. The big thing for me as a child 
was always the weekly visits to the pictures. We had a high street 


with three cinemas and it was 
only about 600 yards long - 
there was one cinema at either 
end and one in the middle. The 
one closest to me was the 
Odeon but we also had the 
Regal and the Savoy. They 
were always busy and 
generally people would visit 
‘one at the start of the week and 
work their way down. Saturday 
was my day for going to the 
pictures. | would go with my 
mother and my _ earliest 
recollection of one of those 
visits is seeing the Ingrid 
Bergman Joan Of Arc. The 
next week we went to see 
Hamlet. 

As | got a little older | 
would go to the pictures with 
my mates, right up to the Teddy 
Boy era when | remember 


Clock. 


How did you come to get into 
the film industry itself? 
I've actually still got my first 
engagement forms. | got a job 
with Denham Labs as a 
laboratory assistant starting on 
June 16th, 1955. | earned £4.20 
per week. The labs went on to become Rank Labs and | think they 
are now called Metro. 

| had a fabulous training really. | was there for around three 
years. | suppose it was cheap labour in one way but if you, as an 
employee, took advantage of the situation, you were able to learn 
a hell of a lot of things about film. You were in different 
departments for six months at a time, so | did six months in 
development, six in printing, six in contacts, another in colour 
grading and | ended up with a really wide knowledge and 
understanding of all the various technical aspects of the industry. 
After your training, you were then given a permanent position and 
| was in a job rewinding negatives. 

| thought to myself that, after three years of training, | wanted 
to do something a little better than that. | was there for another 
year or so. At that time, the unions were very divided. You had the 
lab technicians, who were the kind of ‘Cinderallas’ who dreamt of 


going to see Rock Around The _ 
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The Secret Service - A Case For The Bishop 
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going to the studios to do it for real, but it was really tough to make 
the break into the studios. If your union card said ‘lab’ that was it. 
It was so hard to get into the studios, it really was. 

| was determined to get into a studio, so | wrote to about 30 
different film and television companies. | was prepared to work 
anywhere: London, Scotland, Norwich, anywhere. Then, by 
chance, | was chatting with a guy in our canteen. He was from 
Pinewood Studios and he was running a library over there. He 
said that | could come over and work at the library. So | did and | 
was in. 


How did your career develop from there? 

Well, really | looked at the job at the library as a stepping stone to 
get into the cutting room, which is what | really wanted to do - you 
know, be an editor. An opportunity came about to do just that 
when a company called Camelot, which was run by a fantastic 
character called Frank Golding, did a TV series for ITC called 
Whiplash, It was an Australian series but all the post-production 
was done at Pinewood. They would ship it all over to us and we'd 
edit it. The funniest thing was that the cutting rooms they had 
weren't in Pinewood at all - they were back at Denham, where | 
had struggled so hard to escape from. It really did work out alright 
though. | remember we did a great deal of dubbing at 
Beaconsfield Studios with Anvil Films and that wasn't far from 
Pinewood 


What other productions do you recall working on in those 
early days? 

Well | did a few television series, but | particularly remember doing 
a couple of Hammer Films. | did the colour Phantom Of The 
Opera that starred Herbert Lom and | was an assistant on that 
one. | also did The Mummy with Christopher Lee but | was only 
part time on that one. The main thing | remember of that era was, 
of course, my first involvement with Gerry. 


How did that come about? 

Funnily enough, after Whiplash | did a series called Secret 
Service - not The Secret Service, just Secret Service. It was 
made at Beaconsfield Studios and had a guy called Michael Craig, 
who was American. You probably know that in those days they 
would ship people over from the States to attempt to give a show 
some glamour or something. Anyway, it was a bit like James Bond 
because you had Donald Wolfit who played a character a bit like 
'M’. Nicolas Roeg, who did all that stuff with David Bowie and The 
Rolling Stones, was lighting cameraman. We were signed up to 
do 26 episodes and after 13 it was cancelled - just like the Century 
21 Secret Service. So basically, we were all out of work. 

The two blokes | worked for were really great and one of 
them, Peter Saunders, got me an interview with Gerry. Gerry 
needed a first assistant in the cutting room with a man called 
Gordon Davie. | got the job and joined them for the last 13 
episodes of Supercar. This was when Gerry had the little studio 
at Ipswich Road. Then | think | did the Hammer stuff and then | 
came back to do Fireball XL5. 

This was around 1962, | guess. In those days, | don’t think 
anyone was permanent. When one series finished you were out of 
work. Luckily there were a fair amount of things in production so 
it was pretty easy to move into something else. 


Was it any different for you, as an editor, to be working with 
puppets? 

No, not at all. To me, it was still all about telling a story. It made 
no difference if the people in the story had wires coming out of 
their heads or not - it was storytelling. It was a slightly different 


technique, obviously. The main thing was the business with the 
wires. There was this kind of obsession about hiding them. To me, 
| accepted them as puppets, but didn’t look upon them as 
puppets. | was drawn into the character of the puppets. This was 
down to people like Christine Glanville - she was a lovely lady and 
| often think of her. The voice artists were tremendous as well and 
that added to the whole thing. 

They always did a good job of hiding the wires on the stage 
but we were told to do our best to hide things in the edit if we saw 
something really terrible, but like | said earlier, | couldn't see why 
it was such a big deal because they were puppets and puppets do 
have strings. As the characters got more realistic, particularly with 
Scarlet and the later ones, it was more of a problem. 


How did you find the set-up with AP Films? 

Well, it was a tremendous learning curve for me. | was only a kid 
really. | was about 21 and to be given the responsibility of being 
an editor on a show like Fireball XL5 was just tremendous. 

When | was doing the stint with Hammer, Gerry actually 
called me up and asked if | would like to join him again to edit 
Fireball XL5. We did XLS and then it was ‘the big move’ to Stirling 
Road. | left, which is what always happened in those days, and 
Gerry told me that he was impressed with what | had done over 
the last couple of years and wondered if | wanted to come back 
when the new studio was all up and running to do what turned out 
to be Stingray. | went onto Stingray as supervising editor. 

When | first went to AP Films, | was just so struck by the 
professionalism of the whole set-up. | knew they were kids’ 
programmes, but everyone involved worked as if it were for adults. 
They were one of the best crowds I've ever worked with, to this 
day even, they really were. 

The main thing, | think, was the fact that everybody really 
seemed to enjoy their work. They were a fantastic bunch of 
people. I've never known anywhere that had so much laughter. 
The work came first but it never stopped people from having a real 
laugh. They were wonderful days. 

| remember one time - well, actually, a few times -| made a 
real ‘cock-up’. It was Easter and we'd run this film - | think it was a 
Fireball - and it just wasn't right. Gerry said to me, “Dave, we've 
watched this film and | know it's not right. You know it's not right. 
Let's go home, enjoy Easter, and get it sorted out when we come 
back.” It was fantastic because there was no shouting and 
screaming - just a really honest attitude and it was great. At that 
point, the penny dropped for me with regard to these type of 
programmes: the storytelling, how to edit to get the best results, 
the timing of an episode, everything. When we got to Stingray, | 
can honestly say that | knew what was needed to make it all work. 


Stingray is regarded as a turning point for the whole team. Do 
you agree? 

Oh, yes. | was asked to come back as supervising editor, so for 
me it was a very responsible role to have within the company. The 
original budget was for a black and white production like Fireball 
XL5 and Gerry came back on this particular day and told us that 
Lew Grade had given him the go ahead to do Stingray in colour. 
It was then that we kind of knew things were really moving for all 
of us. Gerry was excited and it was a really major event. 

Lew Grade was a wonderful man and very shrewd. He knew 
where all the new markets were and how to sell things, and he had 
a tremendous eye for the American market. He realised that 
whatever was happening over there would be soon happening 
over here, even if it took a few years. Lew had great foresight and 
saw what was going to be big in the future. He made it his 
business to go to America and physically see what was going on. 


Nowadays, you can hook up to foreign television or fax or e-mail 
people, but in those days, apart from regular transatlantic phone 
Calls, the only way to keep up with what was going on over there 
was to actually travel to the States and talk to people. Gerry would 
often go with him to have meetings and stuff. It was a different 
business in those days. 


Thunderbirds was the next production and for you things 
changed dramatically. 

Well, it did change for me with Thunderbirds, there is no doubt 
about that. Gerry came to me and said that he was really excited 
about this new programme and offered me the chance to direct if 
| wanted. Gerry was keen for me to have a go and | was pleased 
to be asked. 

The main memory for me was the fact that we had done quite 
a few episodes - probably half a dozen, maybe more - when Gerry 
came in and said, “Lew loves it and wants us to do Thunderbirds 
as an hour long programme”. We just thought, “What are we 
going to do?” Anyway, it all worked out alright. We had ‘filler’ back 
Stories written and these were filmed and slotted in to pad the half- 
hour episodes, and then we knew that the next lot of scripts would 
be written for an hour and everything would be fine. 

Another memory for me was when we were doing an 
episode which was, | think, the first one | directed and it was at the 
time my wife was due to have our first baby. | knew that the 
episode was looming and the baby was too. | was dreading the 
birth coming at the same time and, of course, that is exactly what 
happened. | remember that she went into labour and we were at 
the hospital and it was getting close to 8.00 am. | was due on the 
stage at about 8.30am and | was saying to her, “Come on, get on 
with it! I've got my first episode to direct, Please get on with it.” In 
the end, | had to go and, to be honest, it didn’t go down too well 
with the wife. 

She didn’t take it too hard though, because we're still 
together with three grown up kids, two of whom are in the 
business, and I've got two lovely grandchildren. So it did all work 
out in the end. We all lived near Slough and | was only about 20 
minutes from the studios at the time. 


Who were your associates in those days? 

Well, | was very friendly with Alan Perry who | still speak to, He was 
a great mate and still has the same kind of energy as he had back 
then. | also still see Ken Turner and we all kind of exchanged ideas 
on directing as we went along during the making of the 
programmes. 

Personally, | felt that the director was Alan Pattillo. He was a 
man who taught me a great deal. He had a fantastic cinematic 
mind. By that | mean that he knew exactly what would work in 
camera. He knew the lot really. He knew what would be a nice little 
touch to bring a scene to life. He also had a great skill for story- 
telling - he was script editor and wrote about five Thunderbirds 
episodes as well, so his influence on that particular programme is 
immense. | had worked on his earlier stuff when | was still an editor 
and | picked up on many of his little tricks. He was a very tidy 
director. Lots of directors just film it and don’t think about the 
editors. Alan was wonderful because he thought about us in the 
cutting room and tried to make it as easy as possible. It gets back 
to the old thing about editors making the best directors, but Alan 
teally planned the way a story would unfold in his head and it 
made it so much easier and quicker for everyone involved. 

Nowadays, | don't think the thing about editors and directors 
is relevant. There are young kids who go straight into directing 
and they are just brilliant. They're clever and imaginative and 
they've got balls too. They're not frightened to try stuff and some 


of them are amazing. They haven't been tea boys, or editors, or 
runners. They've just got confidence, skill and, most importantly, 
vision and they just do it. That's what we need really. 

There are plenty of technicians around and | think that there 
always will be. What I'm always looking for are people with ideas 
and original material. As an editor, | realised that if you haven't got 
the material there in the first place, you can't do a thing. You can 
maybe make a dull piece of film a little better, but you can’t make 
it wonderful. If something's really dire then there is nothing you 
can honestly do. That is why | enjoyed those early days with Gerry. 
All those things like Supercar and Fireball XL5 were tremendous 
little films that looked fantastic before we'd even started editing 
them. We just tidied them up and added bits here and there to 
finish them off. They knew what they were doing on those puppet 
stages, let me tell you. That was what | was hoping to achieve 
when it was my turn to direct. 


How were the episodes allocated to you as a director? 

Well, we had a system as | remember, where you had four 
directors. There was David Elliott, Des Saunders, myself and Alan 
Pattillo - who was also writing. It was a sort of rotation system. We 
had two stages so you'd have two directors ‘on’ and two ‘off and 
any one time. The ones that were ‘off’ were actually preparing for 
their next episodes. That was pretty much the set-up. You would 
have a four week time slot for the episodes: two weeks to prepare 
and two to shoot. 

There was a really awful time when we were re-doing bits to 
fill out the half-hour episodes as well as shooting the new hour 
long ones and | was just in the studios constantly. | did, | think, 
three episodes without a break and | was feeling a bit rough, | 
have to say. | was just whacked. It was good groundwork for me 
in the industry but, nonetheless, | was preparing one episode, 
shooting another, looking over the ‘filler’ stuff, and in the end | was 
exhausted. | was tearing about from stage to stage, going over to 
the cutting rooms and it was just manic. 

| was intent on all the ‘padding’ looking alright and matching 
up to the original half-hour stuff. When I'd finished this particularly 
stressful period | was just in pieces, | really was. Gerry called me 
in to see him and he said, “You've really done well, David. We 
really appreciate all the extra work you've done and I'm sending 
you on a holiday.” It was a lovely gesture and Gerry paid for my 
wife and myself to go on a cruise around Africa, | think it was. 


With Thunderbirds being such a huge production, how did you 
plan each episode? 

We never really had an en-masse pre-production meeting like you 
might today. The puppeteers were in demand all the time, so they 
had to be on-stage. You would have meetings with each of the 
workshops, you would have a meeting with the art director, Bob 
Bell, and Christine, of course. What I'm saying really is that the 
meetings were all individual. It wasn't like you'd get around a table 
with Derek Meddings, Christine, Bob, Barry Gray and all the 
others. Everyone was really so busy that you had to fly around and 
fit in with all these people when they had a spare moment. 

Derek Meddings was the first person | would make a point of 
seeing. | would go to him with a script and we'd go through it 
together. Sometimes, later on, Mike Trim would be with us - he was 
a very clever bloke, but in those early days he was a youngster in 
the workshop, Later on, we heard about this lad who could really 
draw and that was how Derek got him to do all the design stuff. 

We'd often do this at lunch time. We'd grab a sandwich and 
a cup of tea and just go through a script and work out what 
needed building and what was something that could be stock 
footage - all that type of stuff. We had this room which was a tiny 


little place and it was called ‘The Director's Room’. It was there 
that we would work out all this stuff and in these lunch hours, 
Derek would put together the story-boards. He did all of them. We 
would talk about the scriptand it would be like, “Don’t worry, I'll do 
a shot of the car coming then we'll cut to a shot of the 
puppet glancing out the ‘window, and then we'll go back to the 
model skidding out of control.” It was that kind of thing. 

Sometimes | would ask Derek to do something and he'd say, 
“We haven't got a big enough roller backing to do that. You'll have 
to do an insert shot of one of the characters so | can go back on 
the roller.” It really was like that. We would devise ways to tell the 
same story but using cuts rather than continuous shots, which 
would be a problem for either the puppet team or Derek's boys. It 
was important that things were as simple for everyone as possible. 

Of course, things went wrong or shots just didn't work out 
and we ended up making it up as we went along on some 
occasions - well, thinking on your feet really. | wanted to go on to 
the stage each day as prepared as | could be. | knew that Christine 
knew what was required, and | knew that Derek and his boys were 
sorted out, but there was always something which came out of the 
blue and you had to find a solution on the spot. 

| really tried to do my homework. Like any television or film 
production, you literally couldn't afford to play around with shots. 
You had to go in every day and have a very good idea of what was 
going to be done. That is not to say that you couldn't be flexible 
and open to new ideas which only presented themselves during 
the middle of a shot. If that didn't work out, you could go back to 
the original plan. 


What was it like to direct a puppet? 
Well, obviously you weren't directing the actual puppets - - it was 
the puppeteers, It was exactly like an actual actor really, You might 
say, “I want you to come into the room, look around and notice 
something on the table. Glance at it and walk over and pick itup.” 

| would have gone through all this with Christine or one of the 
others and worked out how many shots it would take. 

Like | said before, it was always our intention to keep things 
as simple as possible. The puppets couldn't do things i in one go, 
so often we'd do a shot of the puppet at a door and then a close 
up of him looking at something. As you probably know, doors 
were a bit of a problem, so we'd pick up the next shot with the 
character at the other side of the door. Later on, we might insert a 
shot of the door sliding shut to show that the puppet had entered 
the room. As we went on with Thunderbirds we all kind of knew 
how to shoot these things in the simplest and qui Ways. 
There were lots of litle tricks and things that we used to make ital 
work, ’ 

Another situation might be a conversation scene in which 
you might have had three characters talking. | would listen to a 
play back of the dialogue and watch how the puppeteers had 
worked it all out in rehearsal. | might have asked for a character to 
lean its head to one side as it was saying something, or possibly 
use one of the blinker heads or different expressions to emphasise: 
a particular line of dialogue. Another time, | might have asked for 
a floor puppeteer to get down and relax a puppet back into his 
chair at a particular point as a real person might do - anything 
really which, | felt, added to the scene. We were actuallly very lucky 
because those puppeteers really knew what they were doing and 
it made it far easier for us directing. 

The problems we faced with the puppets were, more often 
than not, instances when I'd ask to have a puppet lean back or 
look down or something, and you'd have this gaping neck joint 
appear. Then we had to take the camera up to a different angle to 
avoid seeing it. This is what | meant when | said that we often 


found ourselves thinking on our feet. | went into a scene with a 
vision of what | wanted, but often things changed purely for 
technical reasons. But we were never totally stuck really. We'd 
always work something out in the end. 


Was there ever a time when you were at loggerheads with the 
puppeteers over an idea? 

No, not really. There were a couple of times when they weren't 
able to do something exactly as | wanted, but generally they were 
all just fantastic. Like | said with Derek, | would have a meeting 
with Christine and say, “Look. There is a scene coming up in the 
next one when we need a puppet to do such and such. We can't 
do it with the wires. What are we going to do?” Christine would go 
off and have a think about it and talk with her people and, 
generally, a day or two later, she'd have worked out a little 
contraption to make a puppet do something that it had not 
previously been able to do. That's really how the whole under- 
control set-up began, for example. She was a clever lady. 

One of the main problems | found with the puppets was in 
fight situations. These were action programmes but the characters 
couldn't have a realistic punch-up. A couple of times they tried it, 
but it just looked phoney and silly. | remember once saying, “Look, 
just cut all the wires and we'll throw the character across the set at 
the other puppet.” It wasn't that much better really, but it illustrates 
how everyone was always prepared to look at things from other 
angles and that is why things were always worked out in the end. 

All of that under-control stuff was really first used in Captain 
Scarlet but | wasn't that involved in it actually. 1 was doing 
Thunderbirds Are Go at the time, but | think | did an early episode 
of Scarlet if my memory serves me. 


Did you have a favourite Thunderbirds character? 

Oh, yes. | mentioned that | much preferred the more caricatured 
puppets and Thunderbirds had some of the best ones. | liked 
Parker and Penelope, | thought they were great together, but | 
think if | were to pick one character it would be Brains. | don’t quite 
know what it was but he was terrific. 

David Graham, who did the voice, was marvellous. He did 
lots of the voices actually. Brains was sort of shy and lacked 
confidence but was this brilliant scientist and designer and | just 
thought he was wonderful. The whole thing with the glasses and 
stuff was what you expected from a kind of professor type and it 
just worked, | guess. 


What about a vehicle? 

Thunderbird 2, no question about that. Once again it was all down 
to Derek. He was just an incredibly talented man. It didn't matter 
whether it could really fly or not - it just looked beautiful. | thought 
it was a magnificent design. It really kind of summed up the whole 
show, you know, as an image. It always looked good. The idea of 
those pods dropping out worked very well and enabled us to bring 
in all these other smaller craft for each episode. Everything was 
just right on that programme, it really was. It all just worked if you 
know what I mean. 


Do you have a favourite episode? 

Attack Of The Alligators! Apart from the fact that | think that it is a 
very exciting story with lots of good character stuff as well as 
action, it's one | always remember because of the problems we 
had making it. 


Would you care to expand on that? 
Well, the first problem we had was the scale of the laboratory 
animals. We had to make these little cages and then we had to 


have the animals grow because of the serum they had created. 
That was problem number one. | will always think of it as the most 
problematic episode for me. 

The obvious difficulty was the alligators themselves. They 
either did whatever they wanted - like crawl back the way they'd 
just come or they'd try to get into the water when you needed 
them in the jungle - or they'd do nothing at all. The lights 
apparently made them very relaxed and they just wanted to sleep 
most of the time. We had to make this large tail full of powder 
which we would smash about against the model of the building to 
make it look like one of them was trying to break down the wall. 
That worked pretty well really, but the alligators themselves were 
very difficult. 

There was, | think, an RSPCA bloke on the set for the 
duration of the shoot. He told us that they were pretty tough 
animals and we could pretty much do what we wanted with them. 
If they were too unhappy they would try to get away. First of all, we 
were a bit nervous, but after a while we got more confident. The 
problem with using these real animals was that we were falling 
behind schedule quite badly on some days. As | recall both the 
puppet and model teams kind of mucked in to get that episode 
finished. 

There were two incidents that really stick in my mind. One 
was a puppet one and the other was a model one. We were doing 
a special photo set-up of Penelope with her foot on one of these 
things for “TV21". Anyway, | think Christine had Penelope all 
tigged up and this three foot Cayman alligator was almost asleep. 
We thought to ourselves, “Great! We'll get these pictures done 
with no problem.” We had a net all around this little island that had 
been built, so that if one of the alligators had decided to have a 
quick swim, we would hoist up the net and dump him back on the 
island. 

Well, just as we were going to do the shot with Penelope with 
her foot on its head, the alligator suddenly sprang into life. | think 
it was the most active that it had been all the time we'd had it - it 
just went mad! Christine was trying to save the puppet and there 
was a Teal panic as we thought this alligator was out of control. 
Anyway, it dived off the island and into the net with bits of 
Penelope in its mouth. It was so wild that it managed to tear its 
way through the net and dive down into the depths of the tank. 

Now there was a model work tank for Derek's lads, but on 
this occasion, as there was to be a lot of puppet-based water stuff, 
we had a special tank built just for us. It had these little islands and 
bits of jungle and undergrowth and a jetty. The alligator was in 
there somewhere but we just couldn't find it. Keith Wilson was 
cajoled into leaning over the tank and feeling around to see if he 
could find it. | don’t recall quite how he got roped in to do it, but 
he must have been mad and | don't know how we let him do it 
actually. Anyway, all of a sudden, this alligator comes up between 
his hands and snaps! | don't think he delved around for it any 
more! In the end, we had to break up some of the set and wade 
around until we found it. What a story! 

The other incident was when Derek was filming the bit when 
the alligator bumps the boat that Culp is in. The alligator either 
swam off the other way or missed the boat altogether and it just 
wasn't working, so they tried throwing it and all sorts until finally 
Derek decided that he would get into the tank. He decided to pull 
the alligator in the right direction on a bit of string which was tied 
up like a noose around its neck. We did it a few times and it was 
going alright, but not really as we wanted it. After each attempt, 
Derek would give the string some slack and the alligator would 
‘swim off and he'd tug it back again. On this particular occasion, 
he let the string go a little and tugged but there was no alligator! It 
had somehow slipped the noose and was swimming free in this 


tank with Derek, | think | remember this alligator being a pretty big 
one and Derek just flew out of that tank! 

It was great. I'll always remember that. It was a dreadful 
episode to do but probably one that everyone remembers. It really 
is my favourite. 


How did it feel to be asked to direct a feature film? 

| was over the Moon. | really got on well with Gerry and he had 
maybe seen something in me and kind of nurtured it, | guess. He 
must have had a lot of faith in me and he liked what | had done 
with all the programmes | had been involved with, particularly 
Thunderbirds. He just called me in to see him one time and asked 
me if | would like to direct a Thunderbirds feature film. 

| remember | had a huge rise, £20 a week - no, tell aie, it was 
£15. Obviously, | was delighted to have been asked. | had to go off 
and have these meetings with United Artists. All that sort of stuff 
was pretty new to me. | remember one particular meeting when 
Gerry was showing the United Artists people a series of poster 
proposals. One of them, which Gerry was especially keen on, was 
a sort of James Bond type thing with a silhouette of a woman - 
Lady Penelope, | guess. It was sort of sexy and | remember United 
Artists said to Gerry that he had to realise that it was ultimately a 
kids’ film regardless of what he personally hoped for. 

The poster we used the most was the one with all of the 
Thunderbirds flying out over the title. That was quite a nice one. 
They used that one for a toy campaign, | think. I've got one framed 
on my wall in the office. | also remember that we had these 
marvellous recording sessions with the voice artists including Bob 
Monkhouse who was playing one of the Zero X crew. That 
spaceship was fantastic. | thought that the Sean Connery 
character, Paul Travers, was superb. He was the spitting image of 
James Bond. | thought he was great. | loved the Cliff Richard stuff 
as well. He's the same age as me, but a bit richer! 

The puppets on that film really were just exceptional. They 
were so well made and actually the puppets on all those 
programmes were something else. People pay thousands for 
them when they come up for auction. | was at a party a few years 
ago and | bumped into Sylvia. She told me all about this auction 
when she sold off her puppets and she had got £20,000 for 
Captain Scarlet. Amazing! 


Were you intimidated by the prospect of putting Thunderbirds 
on to the big screen? 

Not really. | was more intimidated by the amount of time it was 
going to take us to get it up there! It was something like a 20 week 
shoot. We were very comfortable with each other as a team, but it 
was different because we were on the big screen. There was the 
added thing of location shooting for the crash scene of the Zero X, 
so that put a bit more pressure on us all. 

It was done like an episode but on a bigger scale. Whereas 
we would think that it might be nice to do a particular shot on the 
series but couldn't afford to, with Thunderbirds Are Go we just 
did it because we had the money. There was a scene at the start 
of the film with all these military characters in the black and orange 
room. In the series we might have had half a dozen puppets or 
something but in that scene we had about twenty. 

It was a big project for us, it really was. The premiere was a 
huge affair. It was at the London Pavilion in Piccadilly just off 
Leicester Square. There were the puppets and all the models and 
The Shadows and that military band. Gerry and Sylvia were there 
with all these big people from United Artists and it was just an 
amazing event. 


Why do you think that the film made such a poor performance 
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at the box office? 

Well, I'm so glad you asked me that one! To be honest, | do think 
that the film was a little disappointing - it was a bit flat. It got off to 
a very good start and kind of fizzled away, although the stuff that 
Derek did at the end with the crash was wonderful. The stuff with 
Cliff was quite good fun, but it was made up of good ‘moments’ 
and not a complete film, if you know what | mean. It was very 
much like that first episode of Thunderbirds with the Fireflash. 
Maybe the problem with the other film, Thunderbird 6, was that it 
tried to be too different to an episode and went too far the other 
way. 


What are your recollections of Thunderbird 6? 

Well, the main one for me is when we did the live action Tiger Moth 
stuff with Joan Hughes, who was flying it. Whenever | travel to my 
sister in Oxford and we go under that bridge on the motorway | 
think to myself, “I got nicked here.” 

| think that, like Thunderbirds Are Go, it had its moments 
but, in all honesty, | don't think that either of them worked out as 
we would have liked them to. | think maybe we tried to be too 
clever and got too sophisticated with those films. Especially with 
the writing. | think that, particularly in Thunderbird 6, the writers 
pushed the puppets into situations that meant that they were 
asking for performances that they as puppets, if you like, just 
couldn't give. It should have had a little more action maybe, | don't 
know. 

The other thing was the fact that people stayed away 
because you could see them on the telly every week. Parents were 
more likely to take kids to see the latest Disney or something. 
Television effected the whole industry because it took away the 
mystique of these big screen personalities. In the late 1960s and 
early 1970s, when feature films began to be shown on the 
television, these big star names, who you previously had to go to 
the pictures to see, were in your front room every week or so. In 
my opinion, that effected the industry in quite a big way. | 
remember that people would be keen to go to the cinema to see, 
say, Elizabeth Taylor or Kirk Douglas, but when they were on 
television regularly it stopped a great many people going to the 
cinema because all these stars were on the telly every week. It 
killed the old ‘movie star’ thing, | think. 


What can you tell us about your role as producer on Joe 90? 
Well, as | was so involved in the first Thunderbirds film, | sort of 
missed out on what was happening with Captain Scarlet And The 
Mysterons - | did one episode but that was it. | was just too 
involved in all the post-production of the film. By the time that was 
over, as | recall, Scarlet was half way to being finished and the 
next series, which was Joe 90, was in pre-production so | went 
straight into that. 

In all honesty, | didn’t like the more realistic style puppets. | 
thought that they were wonderful pieces of sculpting and, 
technically, all the gear being shrunk down to fit better was a 
marvellous achievement, but | think it was a mistake. | was called 
into Gerry's office one day and he told me to sit down because he 
had something to show me. John Brown came in with this box - it 
was like a little coffin. He opened this box and it was like a little 
dead person in there. It looked a bit like James Bond, but because 
it was perfect in all its proportions it just looked odd, to me 
anyway. | felt that if you are working with puppets, the last thing 
you want is for them to lose their character, because that is all you 
really had to work with. They were all just puppets made from 
wood and fibreglass but they had tremendous character. Troy 
Tempest was great, Parker was great, all those characters had 
these wonderful personalities, and when we moved on to Scarlet 


we lost it. We lost that character. Gerry was always pushing for 
more realistic characters and | think that probably a great many of 
us were against the move to the newer style characters. 

Gerry and Sylvia were looking to move away from television 
altogether at that time. The second Thunderbirds film was on the 
horizon and, of course, the live action thing, Doppelganger, was 
something that they were really pushing for. | was asked to take 
over the overall role of producer on Joe 90 because after the film, 
and with all my previous experience, | kind of had an 
understanding of every aspect of production on those shows. Lew 
Grade was only prepared for Gerry to go off and do these movies 
if the other side, his side of things, kept running and kept running 
successfully. Gerry thought that | was the obvious person to run 
the shop for him. 


What do you recall of Joe 90 as a production? 

It was a great little programme. | was responsible for looking at 
the scripts, the effects, the puppets, the whole thing really. | was 
doing what Gerry had done on the earlier programmes while he 
was doing the negotiations for the films. That particular period of 
my time at Century 21, as it was called by then, was a bit of a 
nightmare. It really is just a blur now because | was producing Joe 
90, doing pre-production and designing The Secret Service, 
which was complicated because of all the live action, and in the 
middle of all that | was directing the second Thunderbirds film, 
which also had a great deal of live action with all the flying stuff | 
mentioned earlier. | don't know the exact order in which all of this 
was happening, but it was around an 18 month period between 
about '67 and ’69. | don't know how we managed it really. | don't 
have a clear running order of my life at that particular time, I'm 
afraid. It isn't as clearly defined for me as it is with the earlier 
shows or how it is a little later with the live action programmes. 

| think | really took too much on. | didn't delegate well. | 
wanted to do it all myself and that was a mistake, | think. When 
you're young you do that sort of stuff. You think you can do 
everything | suppose. | did have Des Saunders with me which was 
great, but | think | overdid it a little during that time. Now | would 
delegate and let things go a little bit more. 

In all honesty, after Thunderbirds it started to change for me. 
The programmes up to and including Thunderbirds were fun and 
we had a great time doing them. With Thunderbirds being so 
ridiculously popular it made it all more business like. There was all 
the money coming in from the toys and stuff but the programmes, 
like Captain Scarlet, were just becoming so expensive to make 
and | think that along with Gerry's ambition to do live action and 
Lew's concern over the increasing costs to make what, in 
essence, was children’s television, it was obvious that the era of 
Puppets was soon to be over. | really felt that it had gone as far as 
it could have. 

In saying all this, I'm really proud of Joe 90. | wanted to get 
back to the more traditional themes seen in Stingray and 
Thunderbirds with a little bit of humour along with the action. | 
liked the idea of it all being a sort of family thing with Joe and his 
dad and Uncle Sam. | also liked the puppets themselves more 
than the ones in Captain Scarlet. They had more character and 
were a bit of a move back to the earlier characters. The Spectrum 
puppets were all sort of ‘pretty boys’, like one of those boy bands 
nowadays - everyone was good looking and all the Angels were 
very sexy and beautiful. But in Joe 90, and later in The Secret 
Service, we had old lady housekeepers and all that which | 
personally thought was much better. 


What can you tell us about The Secret Service? 
| liked that series. | thought it was really nice. Stanley Unwin was 
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fantastic and it was great fun to do. It was charming. 

Iwas pleased to do something that was different. Sadly, Lew 
thought it was too different. Maybe the mix between the live action 
and the puppets didn't really work out as well as we had hoped, 
but it was a wonderful little series. Gerry liked the series too and 
it was a show he was keen on even though he was very much 
involved with UFO at the time. It only wentto 13 episodes and was 
hardly shown over here. I've not seen it for years. 

| thought that the actual puppets were fantastic. The one of 
Stanley Unwin was just a phenomenal likeness and because he 
was a middle aged guy, it had some character to it. Obviously his 
dialogue was amusing and that added a dimension to the 
character and the stories as a whole which we really hadn't seen 
since Thunderbirds. 


Do you feel it was a mistake to close the book on the 
Supermarionation era? 

For me, no. | was really just up to here with it all. | told you that | 
had had this intense period of around 18 months when | was just 
totally immersed in the puppets, and | was just so glad to hear that 
we were moving on to do live action. | knew there would be a 
whole new set of problems, but | really had had it by then. | think 
that if we had been able to make the programmes at a better price, 
it would have carried on but, like | said, the cost was just getting 
ridiculous to produce these shows. 

In all honesty, | think that if the studios hadn’t closed down, | 
would have left. It was just getting too much. | wasn’t excited 
about doing ‘UFO because | had no aspirations of being some big 
director and, in fact, | was worried that | might not be good 
enough. | was just looking forward to doing something different - 
it was as simple as that. I'd been doing the puppet stuff for almost 
10 years, so when We heard that UFO was on it was a sigh of relief. 

There was a special time during Thunderbirds when you 
looked forward to going to work every day. Thete was this 
enthusiasm and a verve for life and the show. It really is hard to 
describe. You were in fantastic company and it was exciting just 
being there. It be harder as the various series progressed. It 
seems sad to say it, butfor me it was true. It became a much more 
serious business. We were like this big gang of mates working on 
something that we loved. On the later shows it the same 
group of people but the fun seemed to have gone because it was 
a money thing, | don’t know if you know what | mean. — 
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What was it like when the n to wind down? 
When we were doing The Secret Service, the whole Century 21 
production set up was huge. We had the location unit, two puppet 
stages shooting full time and probably four or five effects stages 
all working full time, It was enormous, it really was. The main body 
of work was done in the Stirling Road complex, but there were 
other workshops in the surrounding area. We had places dotted 
all over the trading estate. Personally, | went from being tied up 
with all these programmes to being tied up with union meetings 
and sorting out all the redundancy payments and compensation 
and what have you. Ken Holt was involved with all that side of 
things at that time and he carried on with the winding down when 
I'd finished with all the production aspect of the company and 
moved on to UFO. 

When | left the company, | hada five year contract with ATV 
and they picked me up on an option they had for the remaining 
two years | had left. Derek Meddings was in the same situation 
and he was kept on to. do UFO too. Although UFO was a Century 
21 production, it wasn’t in the true sense of the word, if you know 
what | mean. It opened with that Reg Hill dart logo like the 
Thunderbirds films and Joe 90, but really it was just Derek and 


his boys and a few directors and writers from the old team. There 
was a lot of talk about compensation and | didn't think about it at 
all. | didn’t think that people at the top got it but | know that Derek 
took action and got some, but like | said, it all changed and 
became a bit serious, which was a shame. 


Did you go straight into UFO after all of this? 
Yes, | did. | was lucky because Gerry told me not to worry as he 
wanted me and a couple of the other puppet directors to join him 
on UFO. There was Alan Perry, Ken Turner and myself. As the 
show went on, others joined, but the first lot were pretty much 
done in rotation like Thunderbirds by the three of us. 

There was a time during this period when | was half thinking 
of leaving the business altogether. | was considering setting up a 
hotel with my brother-in-law. | was incredibly fortunate to have had 
all that time when | was financially secure and in constant work, 
which | generally enjoyed a great deal, but the drawback was that 
| became totally distant to what was being done in the rest of the 
industry. During those Century 21 years, you were really up when 
the company was up, but if it went down you were going down 
with it. It was like any company | suppose. The problem in the 
industry at that time was that if we had gone down and | had 
needed to get other work, | would have been in trouble because 
there was no work around, and | was known only as being part of 
the team that did Thunderbirds. So it really was a worrying time 
for me. | had a family and a couple of kids, so it was a bit dodgy. 
| was pleased to be doing UFO and | think it was a very good 
show. 


What do you particularly recall of the series? 

Well, the main thing is how terrified | was to be doing this big live- 
action show. | really wasn't that confident, even after doing all the 
puppet stuff. | thought that it was maybe too big a step for me. 
Every single day that | was on the floor | was sick - not just a little 
nervous but physically sick. Each day on the way to the studio, | 
would come over ill, pull over to the same place in Chalfont Lane 
and throw up - every day. It was terrible. | just never got over those 
nerves. | think | did alright on the programme in the end, but the 
sickness never stopped from the start of production till the end of 
production. 


Did you have any bad experiences on the show itself? 

Not really, but there was one guest star who was an absolute pig. 
| can't think of who it was but he was the only one. He would turn 
up late and demand this and that. He was a real pain. All the other 
guest stars were great: Derren Nesbitt was good, Patrick Mower 
was great and Michael Jayston, who was a show jumper in the 
cone that | wrote, was a dream, a really nice bloke who | got along 
with very well - a real ‘pro’. 


What about the regular UFO cast members? 
Ed Bishop was superb. He was a great actor, a top class 
professional who really made things very easy for me. 

My only problem with Ed was in the episode when you see 
how SHADO was formed, Confetti Check A-O.K. There was a 
scene with Ed addressing a group of politicians from around the 
world about what he was hoping to do with SHADO and he was 
playing it like a kind of nervous schoolboy. | told him that it was 
ridiculous to think that this hard-nosed, top-level military guy 
would be nervous with anybody, let alone a bunch of politicians - 
he would be a confident, powerful guy. Ed didn't see it like that 
and he ended up still kind of doing the nervous thing, but that was 
the only time we never saw eye-to-eye on the whole series. He 
was outstanding, he really was. 


What were the rest of the cast like to work with? Many of them 
were models and not actors? 

Yes, the ‘modules’ as we used to call them. There were two ways 
to look at the cast members who were actually models. On the 
positive side was the fact that they were very eager to do what you 
wanted and were always open to suggestions about different 
aspects of their performance. Obviously, experienced actors 
would sometimes question the direction you were giving them and 
this might have caused problems here and there. The downside of 
using models in place of actual actors was that they had no real 
experience, and you had to really explain to the letter exactly what 
it was that you wanted them to do. 

We ended up with some pretty good stuff from some of those 
people and most of them were actually very nice to work with. 
Gary Myers, the Milk Tray man, was a nice bloke. Some of the girls 
were good too. They all looked amazing in all that gear and that 
was Sylvia's thing. At the time, | don't really think | gave her the 
credit she deserved. She was a major influence on all the 
programmes but especially UFO. 

Michael Billington was alright, | suppose. He honestly wasn’t 
a great actor but he was a good-looking bloke which is why he 
was taken on. He did fancy himself a bit though. Gabrielle Drake 
was good because she was a great looking girl and she was also 
a very reliable performer and that was good for the programme. It 
was like Star Trek: there were the actors and then there were the 
cast members who were there to look nice. But it all kind of 
worked out. 

UFO was a very well put together programme. The whole 
team that were involved really were coming up with some fantastic 
ideas and it was one of the better later programmes in my opinion. 
Bob Bell did some wonderful things on the show with the 
costumes and sets with Keith Wilson - they were a good team. 

| actually did the last thing that was ever filmed at the old 
MGM British Studios in Borehamwood. It was the submarine 
episode of UFO, Sub-Smash. That was a good one. 


What can you tell us about the new directors who joined UFO 
when the production moved to Pinewood? 

Well, | thought it was an excellent idea to bring in new directors 
and writers with new ideas. The fellers they brought in were old 
ITC directors who really knew their stuff but, in my opinion, were a 
little old fashioned - all the angles were, in my mind, typical Saint 
and Danger Man camera angles. | think they had a way of looking 
at a script or scene and it was a sort of ITC way of looking. It's hard 
to explain really. | would have loved to have had some new 
directors on UFO who were our kind of age group but new to the 
Century 21 set-up. 

Gerry felt comfortable with the old crowd around him but, 
nonetheless, he admired these ITC guys because of their 
credentials - The Prisoner and The Avengers and all those 
things. | just didn't think they brought anything particularly new to 
the show and were just there to bring the episodes in on time, as 
they did, of course. To me they just did the job. The actors really 
liked them a great deal because they knew how to handle them 
because of their experience on all those other programmes. Many 
of the actors knew them from those ITC shows, and in that respect 
they were top notch, but | wasn't really sure if it was that great for 
the show. 


What was your involvement in The Protectors? 

Well, that was when | really decided to jack it all in. We were 
looking at buying this hotel in Wales. My brother-in-law was in the 
film business and could hardly make ends meet. UFO had 
finished and | was out of work for about six months and | thought 


to myself, “That's it. Time to start something new.” Out of the blue, 
| got a call from Gerry to tell me that he was doing a new show 
called The Protectors. | wouldn't be able to direct because it was 
a new kind of team that he was working with, but he wanted me to 
edit and maybe do some second unit stuff. | was pleased to be 
asked and happy to work for him again. 

| ended up doing a great deal of location stuff and some 
stunt work as well. It was a pretty good series and | actually found 
Robert Vaughn to be a nice guy. | worked with him again some 
years later on a film called Brass Target. We chatted about old 
times and it was great. Ed Bishop was also in that film actually, so 
it was a bit of a coincidence really. | do remember one incident on 
The Protectors when | was given an episode to finish off by a 
director called John Hough. It ended up with Robert Vaughn doing 
this chase in a cement factory or something. It was called 
Shadbolt - I'll always remember that one. 


Soon after that series finished, Space:1999 went before the 
cameras. Why didn't you take the director's chair as you had 
done previously? 

| think Gerry felt that, to some extent, he needed some new talent. 
| had been with him in one capacity or another for a very long time. 
They were also keen to sell it big in America and they were looking 
for people who might be able to add something to the show that 
might make it more appealing to the American market. That's why 
Lee Katzin was brought over. There was money coming in from all 
over the place on that show and Gerry had to do this to satisfy this 
backer and that to satisfy that backer, so it was a bit of a problem 
for him at times. 

They did ask me to direct actually, but | just didn't want to 
direct at that time. | was happy to be working as an editor and 
later, in the second series, | was given some weird title - Technical 
Director or something. 


What did that job actually entail? 

Well, | was a sort of ‘middle-man’ between the new directors, who 
hadn't really had a great deal of experience with special effects, 
and the special effects boys. | obviously had a great deal of 
experience with that side of it all and | was happy to have had that 
role in the production of Space:1999. 


Looking back on it all, what memories of your time on the 
Gerry Anderson shows give you the most pleasure? 

Well, | think to have been involved in Thunderbirds is, for me, the 
thing that | am most proud of. | think that it was really the ultimate 
Gerry Anderson programme and it was the crowning achievement 
for the whole team. 

The whole thing had started with Four Feather Falls and it 
grew and the technique developed. By the time we got to 
Thunderbirds, the whole team had got it just right. Alan Fennell 
came up with some great stories with Dennis Spooner and Alan 
Pattillo, who was directing too. Barry Gray's music for the show 
was outstanding and Christine and her team created the most 
wonderful characters | have ever worked with. We had a genius 
like Derek Meddings and there really is not a day that goes by that 
| don't think about that man - he was such a nice guy. | made 
friends with people that, to this day, | am still in contact with - like 
Alan Perry and Ken Turner. | really do love that programme and all 
the people involved in it. 

| am still so proud to have directed the two films at such a 
young age. Even though there were faults with them, | am still 
proud of them. It was an exceptionally rewarding time for me. | am 
also proud of my time as a producer on Joe 90 and The Secret 
Service and the fact that Gerry trusted me to run things in his 
absence when he was doing Doppelganger. | wouldn't swap my 
memories of those years on those programmes for anything and 
I'm just so glad | had the chance to do it all. 
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See No Evil 
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THUNDERBIRDS 
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End Of The Road 
Brink Of Disaster 
Desperate Intruder 
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The Man From MI.5 
Attack Of The Aligators! 
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CAPTAIN SCARLET 
‘AND THE MYSTERONS 
Winged Assassin 
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UFO 
Computer Affair 
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THE SECRET SERVICE 
13 episodes 
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Operation MeClaine 
(with Gerry Anderson) 
UFO 
The Sound Of Silence 
(with Bob Bell) 


TECHNICAL DIRECTOR 


‘SPACE:1999 - Year Two 
24 episodes 


TH SeREEI 


A number of years ago, FAB featured a series of very 
popular articles which examined the original scripts of various 
episodes of Captain Scarlet And The Mysterons, Joe 90, The 
Secret Service, UFO, The Protectors and Space:1999. However, 
the opportunity to cover earlier Gerry Anderson programmes 
never arose because no scripts from series prior to Captain 
Scarlet appeared to still exist, despite rumours circulating in 
the fan community that a small number of original 
Thunderbirds scripts were in the hands of private collectors. 

Recently, a chance meeting between Lynn Simpson, 
Stephen Brown and Tim Beddows of Sound & Media revealed 
that Tim owned three original Thunderbirds scripts which had 
been in his possession for a number of years. Tim very kindly 
arranged the loan of these scripts which proved to be an 
invaluable source of research, revealing many hitherto 
unknown secrets about the creation of Gerry Anderson's most 
popular series. 

In the concluding part of this article, Stephen Brown 
continues his dissection of the first of the scripts in Tim 
Beddows’ collection, comparing Alan Pattillo’s original script 
for Move - And You're Dead with the final production as seen 
on screen, including additional reference to Barry Gray’s own 
notes on the music score that he composed for this episode. 


THE STORY SO FAR 


Alan and Grandma are trapped high on the girders 
of the suspension bridge over the San Miguel River. An 
ultra-sonic generator device is positioned nearby. A new 
sports car pulls away leaving them stranded - if either 
makes a move, the device will cause the bridge to 
explode. Very slowly, Alan uses his wrist communicator 
to call Tracy Island. 

As Scott, Virgil and Brains set off, Jeff learns that 
even if Alan and Grandma manage to keep still in the hot 
noonday sun, the bomb is set to explode at 1300 hours 
anyway. Grandma faints, and in order to keep Alan from 
passing out too, Jeff makes his son explain how they got 
into this fi 

Virgil and Tin-Tin ferry Alan to Parola Sands in 
Thunderbird 2. Alan is to take part in the Parola Sands 
Race so that he can test a new engine Uesigned by 
Brains. After the race, he will collect Grandma Tracy 
from her house, as she is to join the rest of her family in 
International Rescue on Tracy Island. On arrival at 
Parola Sands, Alan meets his old friend, engineer Kenny 
Malone, and an old race track rival, Victor Gomez. 
Gomez and his partner, Johnnie Gillespie, are desperate 
for the prize money and are prepared to go to any 
lengths to win the race. 

The next day, the race is on and Alan leads the field 
down to the last lap. Gomez tries to force Alan off the 
toad on a tight bend in a last ditch attempt at victory, but 
in spite of Gomez’ dirty tactics, Alan wins the race. In the 
pits, Gillespie tells Gomez that he has a plan to deal with 
Tracy once and for all. While Alan places a telecall to 


GLOSSARY OF TERMS 


Television and film scripts feature the following 
abbreviations as technical instructions for the 
composition of the picture in the camera frame and the 
editing of the completed film. 


CS. Close Shot (head and upper body of character 
appear in frame) 


C.U. Close Up (full face of character in frame) 

Ls. Long Shot (full set in frame, establishing 
characters in their surroundings) 

MS. Mid Shot (between Long Shot and Close Shot - 
characters usually framed full-length) 


TWO SHOT: Two characters appear in frame 
Off Screen (character or item is outside frame) 
Voice Over (character is heard but not seen) 
Edit directly to next scene 
Cross-fade picture into next scene 


Grandma from the parking lot, Gomez causes a car to 
fall from the automatic stacking system, crash-landing 
on Alan's call booth. Fortunately, Alan has already 
completed his call and left the booth. He sets off for 
Grandma’s house... 


Scenes 281-240 


Back now with the scenes originally written for the half-hour 
version of the script, all of the scenes at Grandma’s house appear 
on screen just as scripted, except for a minor change at the end 
of Scene 286. After Alan calls Jeff on his intercall to tell him that he 
and Grandma are leaving in a few minutes, Jeff's response is: 


(usually used to illustrate passage of time) 
Interior set 
Exterior set 
Picture appears as fade from black 

FADE OUT: Picture disappears as fade to black 

FG. Foreground (item or character appears in 
foreground of frame) 

BG. Background (item or character appears in 
background of frame) 


JEFF: (V.0.) LR. - FAB. 


On screen, the “I.R.” is absent. 
Alan drives Grandma to the rendezvous with Thunderbird 2 


and Scenes 293 to 295 are written as follows: 


293.POV OF ROADWAY: 
The car has now come to a divide in the road. The left 
hand fork is sealed off by a NO ENTRY sign in the 
middle of the road. (Note: Check phrasing of traffic 
signs). 


CUT TO: 


294, EXT. HIGHWAY: 
The car sweeps up and past as it takes the right hand 
fork in a swirl of dust. On the nearside (i.e. the right) 
of this road is a new looking sign, with some discarded 
spades and other tools nearby. 


CUT TO: 


295. MED SHOT SIGN: 
Tt reads, with an arrow pointing forward, THE BRIDGE 
OF SAN MIGUEL - 200 yds. The music hits an ominous 
chord, gaining even more menace when we pan to a 
tree trunk next to the sign and see GILLESPIE looking 
after the car. He nods to himself then exits in other 
direction. 


The most interesting thing about these scenes is that in the 
finished episode, we don't actually see any discarded tools, there 
is no arrow pointing forward on the bridge sign and nor do we see 
Gillespie watching the car go past. As we learned back in Scene 
1, the bridge was originally intended to be still under construction, 
but the way in which the finished episode plays (with the bridge 
newly completed), it is initially unclear whether the ‘No Entry’ sign 
across the other fork is genuine or not. Fortunately, Alan goes on 
to describe himself and Grandma as having “fallen into their trap,” 
and Gomez later asks Gillespie if he has put the road signs back 
the way they were, indicating that, in spite of the construction work 
having been finished, access to the bridge was still supposed to 
be restricted to traffic and Gillespie had moved the ‘No Entry’ sign 
from the right fork (the bridge road) to the left. 

Note also that the script describes the ‘nearside’ of the road 
as being on the right, taking care to highlight the conventions of 
American driving position. In Britain, the nearside is on the left. 

The next few scenes show Alan and Grandma being stopped 
by Gomez. Alan then attempts to pull a gun from the glove 
compartment. 


308. INSERT: 
ALAN’S HAND glides up and presses the button of the 
glove box on the dashboard. It opens slightly and we 
ZOOM IN on the revolver inside. 


cur TO: 


306. C.U. GRANDMA: 
She gives a quick flash of the eyes to see what ALAN is 


up to. 
CUT TO: 
307. C.U. GOMEZ: 


GOMEZ: No, it’s not the award money. Once you're out 
of the way, there'll be plenty of that for us again. 


On screen, Scene 306 appears just before 305, and 306 is intercut 
with Scene 307. 


308. C.U. ALAN: 
To keep him talking... 


ALAN: So - what now? 
cur TO: 


309. INSERT: 
ALAN’S HAND starts to lift the gun. Then suddenly 
there is an ear-piercing BANG!! as the gun leaps out of 
his hand, shot by another gun offscreen. 


CUT TO: 


510. TWO QUICK CUTS OF ALAN AND GRANDMA: 
They react suddenly and look round behind them. 


On screen, we see only Grandma's startled reaction here, and she 
doesn’t look round. 

In Scene 314, the script describes Gomez picking up Alan's 
gun from the seat of the car just before his line, “Okay, Tracy, 
you're gonna drive this car around the corner and on to the centre 
of the bridge,” but on screen, Gomez simply waves his own gun 
around. 

Alan drives the car onto the bridge and the script describes 
the last shot before the commercial break as follows: 


317. EXT. Bi MIGUEL: 
An impressive angle of the bridge in its desolate 


setting. Slowly, the B.R.2. moves on to the centre and 
halts. The music reaches a desperate crescendo before 
we... 


EADE OUT: 


In the episode, however, this shot is followed by the establishing 
shot of the bridge that we have seen before and there is no 
“desperate crescendo’ in the music: just Barry Gray's simple guitar 
arrangement of the theme. 

Coming back out of the commercial break, a shot of the sun 
is followed by a bridge shot again before cutting to Alan and 
Grandma. In the script, the second shot (Scene 319) is detailed as 
a close-up of the generator, but in the episode this has been 
moved to follow Scene 320 with an additional unscripted shot of 
the bomb. As written, Scene 320 has Jeff's speech as a voice over 
on a medium shot of Alan, but on screen the section, “Don't give 
up. Not now!” appears in an extra close up shot of Jeff on Alan's 
intercall. Jeff asks “What happened then?” and in Scene 322 we 
see Alan in close up asking, “How are the boys doing?” In the 
script, Alan appears framed in his portrait in the lounge of the villa 
as he says this. 

Jeff puts Alan through to Scott and we cut to library footage 
of Thunderbird 1 in flight. The script asks for the International 
Rescue theme music here, but there is no music over the shot in 
the episode. Scott tells Alan to keep his ears open for the sound 
of Thunderbird 1’s jets as he crosses the Pacific coast and the 
following Scene 327 is scripted as follows: 


327. EXT. PACIFI i 
A stylish shot as RESCUE 1 comes in over the coast 


heading towards the hilly interior. 


On screen, however, we get another stock footage shot of 
Thunderbird 1, followed by library film of a coastline under a 
cloudy sky, as if from Thunderbird 1’s point of view - it isn't stylish 
and nor does it give any impression of a hilly interior. 

Moving on, Scenes 330 to 332 are scripted as follows: 


330. TWO SHOT ALAN AND GRANDMA: 
The ladder leads up and out of shot behind them. 


ALAN: You’re wasting your time - I don’t have the 
plans for the B.R.2. - and even if I had, do you think 
I'd hand ’em over to you? 


cur TO: 


331. TWO SHOT GOMEZ AND GILLESPIE: 


GOMEZ: Alright then, Tracy... if that’s how you want to 
play it. Get moving - the old lady too. 


GOMEZ gestures for ALAN to climb the ladder. 


CUT TO: 


332. C.U. ALAN: 


ALAN: Look, Gomez. I don’t know what your scheme 
is, but this has nothing to do with her. I’ll do anything 
you want as long as you let her go. 


On screen, Scene 330 begins with Alan in close up and Grandma 
right on the edge of the picture - there is no sign of the ladder. Half 
way through Alan's scripted speech, the picture cuts to a long 
shot of all four characters on the bridge and plays straight through 
Scenes 331 and 332 with this shot. 

In Scene 347, while Gomez reveals the nature of the bomb 
under the bridge and the purpose of the ultra-sonic wave 
generator, the brief cutaway shots we see on screen (Alan waving 
his arms about, Grandma, and then the generator) were 
unscripted. We then see Gomez lower the ladder to the ground, 
although this scene was written as follows: 


348. MED SHOT GILLESPIE 
He turns a control on a small box that is resting on a 


girder and then kicks away the base of the ladder 
which falls. 


On screen, we see Gomez and Gillespie drive off in the car as 
Gomez calls, “So long!” The script had a close up of Gomez here 
with Gillespie climbing into the car out of shot. 

Scenes 350 and 351 are then detailed as duplications of the 
episode's opening scenes with the car leaving the bridge and Alan 
telling Grandma not to move. The script then has an extra shot 
here: 


552. THE SUN: 
The music hits a desperate CHORD as the situation is 
now fully explained. 


A bit further on, Scene 357 is written as follows: 
357.C.U, ALAN: 


There is now a dramatic change in him. His eyelids 
droop very heavily and his body sways as if he has lost 


control over it. 


JEFF: (V.0.) Not long, Alan. Just hang on. Scott should 
be with you any moment now. 


On screen, we see Alan framed within his portrait with only Jeff's 
“Not long, Alan” heard in voice over. For the rest of Jeff's dialogue, 
the picture cuts to a close up shot of him. We then see an 
unscripted shot of Thunderbird 1 arriving on the scene, as if from 
Alan's point of view, just before Grandma's “I can hear them, 
Alan.” 

By the time Thunderbird 1 has landed, Alan is in a pretty 
poor state, and the script is quite descriptive of this. 


365. C.U. ALAN ON THE BRIDGE: 
His face is chalk-white and running with perspiration. 
When he talks it is as if he were delirious. His intercall 
arm dangles now by his side. 


ALAN: Got to... keep... awake. (groans) ... gotta keep.. 
SCOTT: (V.0.) (Urgently) Alan. 
Moving on, Scene 374 is described as a close up of Tin-Tin: 


374.C.U, TIN-TIN IN TRACY LOUNGE: 
There are tears in her eyes as she looks off screen at 
the tragic portrait of ALAN. 


ALAN: Can’t... go on much longer. 


In the finished episode, however, this scene is missing and the 
dialogue is relocated to the start of Scene 375... 


375.C.U. PORTRAIT OF ALAN: 


ALAN: I can’t feel my legs any more... can’t keep up 
much longer. 


.. while the second half of Alan's sentence in that scene is 
relocated as a voice over to the start of Scene 376. 


376. B.C.U. TIN-TIN: 


TIN-TIN: (imploring through her tears) Oh please hold 
on, Alan - PLEASE! 


After Jeff's dialogue, the script then has a small extra scene before 
we see Thunderbird 2: 


378.C.U. DETONATOR: 
A quick frightening zoom on it - making it seem more 
menacing than ever. 


cur TO: 


379. EXT. THUNDERBIRD I: 
A shot from above, tracking with the craft as it crosses 
the mountainous terrain. Music bravely hits the theme 
tune. 


In fact, we actually see Thunderbird 2 as if from slightly under the 
the craft rather than from above. Thunderbird 2 then comes in to 
land as detailed in Scene 381: 


381. EXT. BRIDGE OF SAN MIGUEL: 
A low angle looking up at the slope 701 with the bridge 
in F/G. Thunderbird II comes in to land. 


On screen, we don't see the bridge in this shot. The script has 
close-ups of the generator and the bomb at the point, but the 
finished episode cuts to a closer shot as Thunderbird 2 lifts up on 
its stilts to reveal Pod 1, which the script doesn't have happening 
until Scene 386 - after Jeff has told Alan what Brains plans to do 
and that he is going to be OK. 


386. M.S. THUNDERBIRD II: 
It lifts up on its stilts leaving its POD on the ground. 
The door of the POD opens downward, forming a ramp 
and in the entrance a small machine on wheels moves 
forward - it is something like a small tractor on the 
front of which is mounted a bowl type aerial that can 
aim radio waves. BRAINS is seated behind the aerial 
and is obviously operating it. 


By the time that we return to this scene on screen, the pod door is 
already open and the ramp extended. We then see unscripted 
shots of the neutraliser moving across the terrain. When Brains 
targets the neutraliser and announces, “Neutralising... now!” his 
second word here was unscripted. There follows a series of 
intercut shots while the neutraliser is working, and this montage is 
described as follows in the script: 


592. MONTAGE: 
We now have a series of quickly intercut shots 
suggesting the struggle for power between the forces 
involved. We see: 
(a) THE SUN. 
(b) ALAN weakly coming to the end of his endurance. 
(c) THE GENERATOR. 
(d) BRAINS crouching over his neutraliser. 
(e) GRANDMA, still only half conscious. 
(f) JEFF & TIN-TIN tensely waiting. 
(g) SCOTT watching from his nose cone. 


On screen, we see a combination of most of these elements, cut 
into a total of 17 shots. 

With the generator neutralised, a second pod vehicle is 
brought into play. 


394. EXT. L.S. THUNDERBIRD II: 
We see another vehicle coming out from Thunderbird 
Il, this time VIRGIL at the controls. It is like a hover 
craft with an upturned jet engine on top. 


CUT TO: 


395. EXT. BRIDGE: 
A long shot showing VIRGIL driving his strange 
vehicle down the hill and onto the bridge. 


We actually see the vehicle from a different vantage point as it 
Passes the neutraliser heading for the bridge. We don't actually 
see it on the bridge until after Scene 396, scripted simply as a shot 
of Alan on the bridge, but executed in the episode as a 
combination of three shots: a medium shot of Alan and Grandma, 
then a close up of Alan and finally a close up of Grandma. 

The next few scenes are slightly different on screen. The 
script reads... 


397. EXT. BRIDGE: 
Camera is angled to look the length of it. In the middle 
of the span, VIRGIL’s transporter is coming to a halt. 


... but we actually see the transporter come to a halt square on to 
the camera, as if looking across the bridge rather than down the 
length of it. We then get a couple of unscripted close-ups of the jet 
engines as they start up. 

Alan and Grandma's descent from the bridge girder is 
presented in the episode much as scripted, with only a few extra 
close-ups of Grandma as Alan bounces on the air jets. The script 
also has Grandma standing up before she drops off the girder, 
while on screen she slides off from a sitting position. We then get 
an extra shot of the bomb before the trio leave the bridge. The 
shot of the transporter turning and leaving the bridge was also 
unscripted. 

No sooner has the transporter moved out of shot than we 
see the bomb explode and the bridge collapses, but this was a bit 
more drawn out in the script, being delayed until after the car 
chase in Scenes 406 to 415. 

As with the previous fast-cut action scenes, there are a 
number of minor differences between the script and the finished 
episode here. Compare the following sequence from the script 


with the same section in the finished programme, starting 
immediately after we have seen the bridge collapse. 


406. EXT. MOUNTAIN HIGHWAY: 
A high angle panning shot of the B.R.2. careering 
madly down the road. 


On screen, there is an extra shot of the car here, from ground level 
at right angles to the car. 


CUT TO: 

407. INT. CAR: 
GOMEZ is struggling with the wheel, GILLESPIE is 
gesturing frantically. 
GILLESPIE: Keep on the road, you jerk! 


GOMEZ: OK - OK - But I can’t get used to this geared 
steering. 


Suddenly, there is a burst of firing. 


GILLESPIE: (alarmed) Hey! What was that? 


On screen, the burst of gunfire comes after this last line from 
Gillespie, which is a bit odd. 


CUT TO: 


408. EXT. THUNDERBIRD II: 
It comes zooming over camera with a small gun on its 
nose firing. 


On screen, instead of this shot, we see a close-up of Thunderbird 
1's nose section with the machine gun firing, followed by a shot of 
the car as the gunfire tears up the road and Thunderbird 1 flies 
overhead. 

CUT TO: 

409: INT. CAR: 


GOMEZ and GILLESPIE are fighting for control of the 
wheel. 


GOMEZ: Tracy and the old lady must've escaped! 


GILLESPIE: Okay... keep your foot down. We gotta lose 
this guy. 


There is another burst of firing. 


On screen, this last sentence becomes another shot of the car, 
then Thunderbird 1 diving to attack, the car again, Thunderbird 1's 
nose cone with the gun firing, and then back to the car as the 
gunfire explodes on the road. 


CUT TO: 
410. .U. GOMEZ: 
GOMEZ: We've got to stop. He’s telling us to stop. 
GOMEZ turns the wheel as if to pull into the side. 
We don't see Gomez turning the wheel in the episode. Instead we 
Cut to an extra shot of Scott at the controls of Thunderbird 1, then 
an overhead shot of the car weaving across the road, and finally a 
ground level shot of the car. 
CUT TO: 
411. POV OF ROADWAY: 
With the windscreen in the F/G we see the road 
weaving madly as GILLESPIE grabs the wheel and tries 
to turn the car back onto the road. 
GOMEZ: (V.O.) Let go - you'll crash the car. 
This scene is replaced on screen with a shot of Gomez and 
Gillespie fighting for control of the wheel. We see Gillespie 


speaking his dialogue rather than hearing it only as a voice over. 


CUT TO: 


412. EXT. THUNDERBIRD I: 
It flies low over the roadway. 


This shot is replaced on screen by another overhead shot of the 
car as it veers from one side of the road to the other. 


cur TO: 


413. INT. THUNDERBIRD I: 
SCOTT looks out at the scene beneath. 


SCOTT: They've gone crazy. They're gonna crash. 


On screen, there is then an extra overhead shot of the car here as 
it finally leaves the road and disappears out of shot to the left of 
the picture. 


CUT TO: 


414, EXT. MOUNTAIN SIDE: 
A low angle looking up the slope to where the car is 
colliding with the wall. The B.R.2. sails out into space 
almost gracefully, the CAMERA panning with it. Then, 
just before it is going to hit the ground, the bonnet 
comes down and the car does a somersault which 
generates a whole series of somersaults, dragging half 
the mountain side with it. 


All we see here is the car crashing through a barrier on the side of 
a cliff. 


CUT TO: 


415. EXT. MOUNTAIN SIDE: 
Further down the slope. The car leaps into shot and 
with a final lurch comes to rest against a twisted dead 
tree, its nose pointing upwards. Dust flies everywhere. 


This scene is replaced with a shot from the top of the cliff as the 
car tumbles down the slope before finally coming to rest on its 
nose. The sea is visible in the top of the picture. 

While the finished episode now cuts to an unscripted 
establishing shot of Thunderbird 2 on slope P701 before cutting to 
Scene 420, the script goes back to the bridge at this point. Scenes 
416 to 419 bear only a passing resemblance to the destruction of 
the bridge we see on screen - indeed, Scenes 417 and 419 don't 
appear at all in the finished episode. 


416. EXT. BRIDGE OF SAN MIGUEL: 
A long shot. No people or cars about. There is a short 
pause, then with a deep roar the bridge explodes, the 
pieces flying up into the dusty air before tumbling 
down into the chasm below. 


CUT TO: 

417, INT. THUNDERBIRD II: 
ALAN and GRANDMA (both seated) watch with 
VIRGIL and BRAINS the spectacle offscreen. Noise 
over. 


CUT TO: 


418. EXT. BRIDGE OF SAN MIGUEL: 
A last look as the final pieces fall to depths beneath. 


CUT TO: 


419.C.8. GRANDMA: 
She looks into camera. 


GRANDMA: Well - no one can say that my first day with 
International Rescue didn’t go with a bang. 


It would seem that the destruction of the bridge was moved back 
in the episode to heighten the sense of Virgil having only just 
rescued Alan and Grandma in time. Once the decision to do this 
had been made, it clearly didn’t make sense to include Scenes 
417 and 419, as there would have been no way that Virgil, Alan 
and Grandma could have made it back to Thunderbird 2 from the 
bridge in such a short space of time. 

On screen, after Gomez and Gillespie's crash, the episode 
rejoins the script at Scene 420 as Virgil radios back to base from 
Thunderbird 2 (his scripted dialogue has him calling the vehicle 
Rescue Il) and announcing that the mission has been successfully 
completed. 

At this point, in its original half-hour version, the episode 
would have probably ended with a final triumphant shot of 
Thunderbird 2 leaving the area. For the re-written fifty minute 
version, however, an epilogue sequence was tagged on to the end 
of the script. 


Scenes 420 - 441 


Scene 420 describes Thunderbird 2 leaving the danger 
zone. We then cut back to Tracy Island for the closing sequence 
which is virtually as scripted on screen. The written description of 
the action in Scene 440, where Scott and Virgil disappear through 
the trap door, helps to explain exactly what that hole is that they 
fall through, since they are standing too close to Jeff's desk for it 
to be the Thunderbird 3 chute (and they clearly aren't sitting on 
the sofa before they vanish). 


440. TWO SHOT SCOTT AND VIRGIL: 
They are in fact standing over the trap door that gives 
access to the Thunderbird 4 Bay. At once the floor gives 
way and they fall down the shaft. 


SCOTT: Hey... cut that out. 


VIRGIL: Quit messing around with those buttons. 

This then cuts to the final scene in the episode which is only 
different from what we see on screen in that Tin-Tin simply walks 
over to join Alan rather than appearing from behind the painting. 


441. TWO SHOT ALAN AND TIN-TIN: 
He stands looking at the abstract portrait. 


ALAN: How d’you like that, Tin-Tin? (Disparagingly) 


TIN-TIN pokes her head round the side of the picture 
and looks up at him coquettishly. 


‘IN-TIN: Never mind, Alan... who needs a painting? 
Especially when we've got the real thing. 


FADE OUT: 


The author would like to thank Lynn Simpson and Chris Bentley 
for their assistance with this article. Special thanks also to 


Tim Beddows for loaning his copy of the script. 
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THREE - EPISODES 11-15 


The third part of our Joe 90 episode guide presents synopses and notes to the next five episodes, detailing the major vehicles and equipment 
seen in each episode, and a complete voice cast list for the ‘guest’ characters. 


11 KING FOR A DAY 

In the Middle Eastern state of Ardaji, Ben Shazar, Regent of 
Ardaji, plans the murder of the Sultan with the aid of his confidante 
Salim. By remote control, they drop a huge mirror from the ceiling of 
a road tunnel, so that when the Sultan's limousine enters the tunnel 
the driver sees his reflected lights and swerves to avoid what he 
believes is another car approaching the limousine head on. The 
limousine crashes and explodes as the mirror withdraws into the 
tunnel ceiling. 

The Regent is called before the Grand Vizier in the Palace of 
Ardaji where he is informed that the Sultan has been struck down. The 
Vizier tells Ben Shazar that the power he seeks will evade him as the 
rightful heir to the throne of Ardaji, Prince Kahib, is to be summoned 
from England and will be crowned King within 48 hours. Ben Shazar 
protests that his loyalty lies with whoever is King, but the Vizier is 
sceptical, and with good cause: the Regent arranges the kidnapping 
of young Prince Kahib from his bed at Hallingdon School in England. 

The next day, at W.I.N. HQ, Sam and Shane compare photos of 
Joe and Prince Kahib: there is an inch difference in height between the 
two, but otherwise their similarity is remarkable. At Mac's cottage, Sam 
Proposes a plan to substitute Joe for the Prince for 24 hours, to give 
W.LN. time to track down the real Prince. Mac is sceptical of the plan's 
Success, but Joe is willing to give it a try. Sam explains that Ben 
Shazar is backed by powerful interests in the East - if he assumes 
Power, the whole sector will be plunged into all out war, So as to 
impersonate the Prince convincingly, Joe is given the brain pattern of 
Professor Edwin Myers, Prince Kahib's former tutor. Back at W.I.N. HQ, 
Shane explains that the Regent is empowered to declare himself King 
if the Prince does not appear for his coronation. The Regent has only 
seen the Prince twice, both times over three years ago, and so the only 
man who could positively identify the Prince is the Grand Vizier, who 


will not appear publicly until the day of the coronation. However, 
others will question Joe's identity, particularly those sympathetic to the 
Regent. Joe is to be made up to look exactly like the Prince, and will 
also wear a replica of the Prince's ring bearing the head of a lion - 
hidden inside is a homing device. Meanwhile, at the Palace of Ardaji, 
Salim reports that the Prince is being well guarded by their English 
agents and the Regent is confident that nothing now stands between 
him and the crown. 

Joe, Mac and Sam fly by charter jet to Ardaji and there is an 
uncomfortable moment on the plane when the Stewardess asks Joe 
which member of the Royal family he will be seeing first. Without his 
glasses on, Joe doesn't know how to respond, but Sam ushers the 
Stewardess away, telling her that the ‘Prince’ has been through a very 
harrowing time. After she has gone, Sam tells Joe that they can't afford 
any more mistakes like that. At the Palace, the Regent learns that the 
‘Prince’ is due to arrive in two hours time. Realising that the boy must 
be an impostor, he makes plans to have Joe eliminated. 

Salim greets Joe when he leaves the plane, offering refreshment, 
but Joe tells him that, according to the custom, he does not eat and 
drink until he reaches the Palace of his fathers. Salim explains that his 
arrival is to be kept secret until his presentation to the Grand Vizier. En 
route to the Palace in the Prince's car, Joe silently warns Mac to be 
careful what he says, as their driver is listening. As they arrive at the 
Palace gates, the driver asks Joe if the Palace is as he remembers it, 
and Joe responds by enquiring if the tower on the west wall has been 
changed. The driver replies that it has - the Sultan had it rebuilt only a 
few months ago. In the Sultan's room in the Palace, Sam confirms that 
the coronation will follow in 24 hours, but Mac is worried that Shane 
might not get the real Prince to Ardaji in time. 

Joe has an audience with the Regent in the throne room. Ben 
Shazar hopes to trick Joe into revealing that he is an impostor, telling 
Joe that the Vizier has asked to see him that evening, but Joe replies 
that custom dictates that they will not meet until the coronation. The 
Regent tells Joe that some rules are made to be broken, reminding 
him that the Prince's grandfather did exactly that at the Islamic 
Conference in Cairo seven years ago. Joe coolly corrects the Regent: 
the incident took place over eight years ago in Khartoum. Joe even 
proves that he speaks the local dialect and manages to convince the 
Regent that he is the real Prince. After Joe has returned to his room, 
Ben Shazar tells Sahib that Joe must be removed from the Palace 
tonight. Later, Sahib steals into the Sultan's room where Joe, Mac and 
Sam are sleeping. Back at W.I.N. HQ, Shane is trying to make contact 
with Sam to no avail. He makes arrangements to fly out to Ardaji. 

The next morning, Sam and Mac discover that Joe has been 
kidnapped and realise that they must have been drugged to have slept 
So soundly. They set off in a car to track Joe with the homing signal in 
his ring and Shane contacts Sam from the airport to report that he has 
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just arrived at the airport with the real Prince. As Mac and Sam race to 
Joe's rescue, Ben Shazar listens to the radio report of the coronation 
at Salim’s shack on the edge of the desert. The Regent holds a gun on 
Joe who is bound to a chair, waiting for the moment when the radio 
commentator will announce that the coronation cannot take place. He 
is, therefore, very surprised when the commentator announces the 
arrival of the Prince. Joe reveals that he is an agent for World 
Intelligence, telling Ben Shazar that he will pay when the people learn 
of his treachery. Salim insists that they flee, but the Regent shoots him 
down. He tries to shoot Joe, but Joe tips his chair over so that he falls 
out of the line of fire. The Regent makes his escape as Mac and Sam 
arrive, putting two shots into the gas tank of their car to prevent them 
from pursuing him. Mac tells Joe that Shane managed to get the 
prince to the coronation ceremony just in time and Kahib has been 
crowned King. Sam attends to the injured Salim who tries to tell him 
about the tunnel and the mirror, but he passes out. 

Ben Shazar drives into the tunnel where the Sultan died but 
makes a fatal mistake: believing that the W.I.N. agents have deployed 
the giant mirror to stop him, he makes no attempt to avoid a lorry 
approaching in the opposite direction. There is a head-on Collision and 
both vehicles explode violently, Back at the Palace, the Vizier tells the 
new King that it is time to show himself to the people. As Kahib steps 
out on to the balcony, Joe tells Mac that being King for a day was more 
than enough for him. 

Notes: Two regular members of the Captain Scarlet puppet cast 
appear as guest characters in this episode. The Stewardess on the 
charter jet previously appeared as Destiny Angel and both of the bald 
Palace Guards who open the door to the throne room appeared as 
Lieutenant Green. Prince Kahib and Joe's impersonation of him are 
both portrayed by the same duplicate Joe puppet (modified with brown 
skin and black hair) although Kahib is fitted with a larger nose, probably 
a plasticine appliance. 
Regular Cast: Joe, Mac, Sam, Shane 
Major Equipment: BIG RAT, Jet Air Car, Sam's Car, Joe's Glasses, 
Fighter Jets, Charter Jet 
Brain Pattern: Professor Edwin Myers - Tutor (Q26) 

Voice Cast 
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Ben Shazai 
Vizier.. 


ary Files 
Gary Files 


Salim. ...Martin King 
Stewardess. ylvia Anderson 
Driver........ Gary Files 


Radio Commentator. Keith Alexander 
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12 DOUBLE AGENT 

WAN. special courier A14 is en route with top secret microfilm in 
a despatch case when he finds that he is being trailed by a pair of 
enemy agents, Miller and Sherman. Miller opens fire on A14’s car 


causing A14 to lose control, crashing the vehicle into a tree. The 
agents remove the despatch case from A14's car and make their 
escape, but when Miller opens the case, it detonates and their car 
explodes. 

‘At WILN. HQ, Sam and Shane confront Harry Sloane, Head of 
the World Intelligence Courier Department. In the last month, three top 
couriers have been killed and Shane believes that there is a double 
agent in Sloane's department. Sloane protests: he has been in the 
department for 18 years and head of it for the last seven, and he 
simply refuses to believe that one of his men has turned traitor. This is 
a dangerous situation, particularly with a vital mission being planned 
to ferry the new codes and cyphers for the whole of W.I.N.'s Eastern 
Network. Sloane tells Shane that he will take the assignment himself, 
but Shane cancels the mission. 

‘At Mac’s cottage, Mrs. Harris is bending Mac’s ear about Joe's 
‘fantasies’ of flying planes, doing brain operations and so on. Mac 
promises to have a word with Joe about it. Mrs. Harris leaves and Joe 
reports that Sam has called on his W.LN. transistor and is on his way 
there with Shane, In Sam's car, Shane reveals that he hasn't cancelled 
the important courier assignment at all - it will be undertaken by Joe 
using Sloane's brain pattern, recorded in Shane's office during their 
meeting. Joe receives Sloane's brain pattern and Sam gives him a 
final briefing about the despatch case which contains a trigger 
mechanism and enough plastic explosive to blow the whole cottage to 
pieces. Once the case is shut, the device is set and anyone trying to 
open the case without a special key will detonate the charge. Joe's 
flight to Tehran leaves in three hours time and Mac drives him to the 
airport in the Jet Air Car. When they get there, Joe puts on his glasses 
and announces that he is boarding a flight to Paris instead of Tehran. 

When Mac reports this to Sam back at W.l.N. HQ, Sam confirms 
that Joe's route had not been changed - he was to fly direct to Tehran. 
Sam contacts W.I.N.’s Paris office who report that Joe is now en route 
to Copenhagen. Sam accuses Mac of giving Joe counter instructions, 
suggesting that he is deliberately sabotaging this mission to 
discourage W.I.N. from using Joe on future assignments. Mac has his 
own theory: that Sam has sent Joe on a mission that is so dangerous, 
he knew Mac would never agree to it. Shane's cooler head prevails as 
he points out that Joe has the latest W.I.N. cypher codes and he 
intends to make sure that they don't fall into enemy hands. 

Joe arrives in Copenhagen but slips past W.I.N. agents waiting 
for him at the airport. Shane receives a report from the Copenhagen 
office that they have received instructions from WIN. HQ in 
Washington to put out a C48: a red priority order to all W.I.N. agents 
to shoot the target on sight, The target is Joe 90. 

In Copenhagen, Joe goes to the surgery of Dr. Newman. The 
surgery is closed for the day, but as soon as Newman sees the 
despatch case, he invites Joe in. Newman contacts his partner in 
London and reports that the ‘goods’ that Joe has brought are genuine. 
Newman's contact is confused as he understood that the delivery had 
been cancelled, but Newman tells him that Joe knows everything 
about their ‘export business’, so the contact arranges a rendezvous 
with them. Newman tries to take the despatch case from Joe, but the 
boy pulls a gun and tells Newman that a courier never lets the ‘goods’ 
out of his possession, 

Shane and Mac fail to get Washington to rescind the C48 order. 
Sam tries to understand what has gone wrong: with Sloane's brain 
pattern, Joe's every move would be dictated to him, providing that he 
is wearing his glasses. Then Mac questions whether Sloane is as 
beyond suspicion as Sam believes - after all, only a few minutes before 
they were all accusing each other of duplicity. Shane puts out an all 
stations alert to locate Sloane, who is on his way in a helijet to meet 
Newman and Joe on board the Sea Horse, a motor launch at anchor 
in the English Channel. When Shane learns of Sloane's movements 
and current whereabouts, he has an aide contact Washington to 


explain the situation and get them to cancel the C48. 

Mac, Sam and Shane set out in Mac's Jet Air Car, flying across 
country in the most direct route to Sloane's location. Crossing the 
Coastline, they fly out over the Channel as Sloane arrives at the Sea 
Horse's position and lowers a line for Newman and Joe. Joe insists 
that Newman go first, but Newman strikes him down, knocking his 
glasses off. Joe takes cover and they exchange gunfire until Newman 
manages to shoot Joe's gun from his hand. As the Jet Air Car 
approaches, Sloane winches Newman and the despatch case up to 
the helijet, and they make their getaway. Mac brings his car in to land 
on the sea alongside the launch. Joe apologises that he couldn't stop 
Sloane and Newman from getting away with the case, but Shane isn't 
too worried - Sam detonates the case by remote control, completely 
destroying the helijet. 

Back at Mac's laboratory, Sam reveals that he could have 
destroyed the case by remote control at any time, but he didn't 
because, despite what Mac might think, W.I.N. considers Joe to be 
their most special agent. 

Notes: The character of Dr. Newman was originally scripted as Dr. 
Nieuwenhoff. The script also had Sloane flying to the rendezvous with 
Sea Horse in a helicopter, and Mac driving his car off the edge of a cliff 
at the coast, landing in the sea and travelling the rest of the way as a 
hovercraft. Mac is seen reading a newspaper that previously appeared 
in the Thunderbirds episode Edge Of Impact - the headline on the 
front cover reads “Red Arrow Test Flight Cancelled.” The establishing 
shot of the airport is also from Thunderbirds - it is London Airport as 
seen in Trapped In The Sky. 

Regular Cast: Joe, Mac, Sam, Shane, Mrs. Harris 

Major Equipment: BIG RAT, Jet Air Car, Sam's Car, Joe's Glasses, 
Passenger Jet, Helijet, Sea Horse Launch 

Brain Pattern: Harry Sloane - W.I.N. Special Courier 


Voice Cast 
Harry Sloane... Jeremy Wilkin 
Dr. Newman. ..Keith Alexander 
Millev......... ...Jeremy Wilkin 
Sherman..... David Healy 
Courier A14. Keith Alexander 
Radio Control Shane Rimmer 
Stewardess..... ylvia Anderson 


MOST SPECIAL 
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13 MOST SPECIAL ASTRONAUT 

On board an Orbital Telecommunications Company space 
station, astronauts Brodie and Kent await the arrival of a supply rocket, 
now three days overdue. At the OTC base, Dr. Nagel and his assistant 
Crawford supervise a second attempt to launch the rocket, but just 
seconds after blast off there is a stage one malfunction and the rocket 
goes out of control, heading for the base residential area. The 
astronaut is trapped on board when the escape circuit fails, and Nagel 


has no choice but to destroy the rocket by remote control. Debris from 
the rocket lands on the OTC Astronaut Quarters and four astronauts 
are injured. 

At WAN. HQ, Shane briefs Joe, Mac and Sam on their mission to 
rescue Brodie and Kent, now left with only three days’ air supply. 
Explaining W.I.N.’s involvement, he reveals the classified information 
that W.I.N. commissioned the construction of the space station to form 
the hub of the Network's new orbital radar system. Sam is to organise 
the preparation of another supply rocket, while Mac and Joe will go to 
Brentwell Hospital to record the brain pattern of Charles Drayton, one 
of the injured astronauts. The quartet will rendezvous at Mac’s cottage 
in twelve hours. Joe is excited at the prospect of travelling in space, 
but Sam reminds him that this is more than a joy ride: the lives of two 
men depend on him. 

At the OTC base, Dr. Nagel tells Sam that a third rocket can be 
ready on the launch pad in 36 hours, but he argues that W.I.N. cannot 
possibly supply an astronaut with the training to man it. Meanwhile, 
Shane contacts the space tailor Dobson to arrange a suit for Joe. 
Dobson is very confused by the measurements that he is given, not 
realising that the space suit is to be worn by a nine year old boy. At 
the hospital, Mac and Joe set up a portable transmitter and beam 
Drayton's brain pattern back to the cottage. With the rocket ready on 
the launch pad at 1500 hours, Dr. Nagel orders a round-the-clock 
check on every circuit, valve and pump to ensure that this final 
attempt to reach the space station will not fail. 

Back at the cottage, Joe receives Drayton's brain pattern, giving 
him the ability to pilot and navigate the OTC 19 supply rocket. Launch 
is set for dawn the next morning, so the W.I.N. group set off for the 
base. Dr. Nagel is unhappy with all the secrecy, but Shane insists that 
it is necessary - all he has to do is make sure that the rocket is ready. 
But then a fault develops in the on-board computer link, delaying the 
launch by 30 minutes. Time is running out for the two men on the 
space station as Kent discovers that their oxygen supply will only last 
for another seven hours. Finally, the countdown is restarted and Sam, 
Mac and Joe arrive at the base in a security truck, making their way to 
the rocket gantry. Shane reminds Nagel that no-one must go within 
100 yards of the gantry until after blast-off. Joe boards the rocket and 
Sam, Mac and Shane return to the control building where they notice 
that the atmosphere is getting very tense: everyone is painfully aware 
that Kent and Brodie now have only two hours of air left. 

The launch goes well, second stage ignition is positive and in the 
OTC capsule, Joe heads for his rendezvous with the station. Crawford 
is incredulous that the W.I.N. astronaut sounds like a girl, but Nagel 
reprimands him, telling him to get on with his job. Joe makes visual 
contact with the space station and switches to manual control, but 
when he contacts the astronauts to open the rendezvous adaptor and 
switch on the docking lights, there is no response as the two men 
have passed out. Nagel tells Joe to abandon the rendezvous but Joe 
refuses, completing the difficult docking manoeuvre without 
assistance. With the supply module in position, the astronauts’ air 
supply is replenished and the two men recover. Leaving the module in 
Position, Joe sets off back to Earth in the capsule but he reports that 
the module's homing aerial has been damaged during the docking 
Manoeuvre and he will now have to navigate re-entry and landing 
manually. Suddenly, Dr. Nagel realises that Joe's re-entry angle is 1.5° 
Off - if he doesn’t correct it, the capsule will burn up. But with Drayton's 
brain pattern, Joe knows exactly what he is doing: he corrects the re- 
entry angle and makes a safe landing 

The next morning, Dr. Nagel tells Sam that he understands that 
security prevents him from meeting the W.I.N. astronaut, but that 
everyone on the base reckons that it was just about the greatest 
display of astronautics that they have ever seen. At that moment, Mac 
and Joe arrive in the control room and Dr. Nagel offers to show the 
boy around the base. Mac warns the doctor not to get too technical: 
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after all, Joe is only nine. 
Notes: Shane reveals Joe's height as 4'4". This was detailed in the 
original script as 4'10", but changed to match the height given in King 
For A Day. 
Oops: Although the letters “OTC” are clearly marked on the outside of 
the space station, all the characters constantly refer to the company as 
“OCT”. This inconsistency originated in the script where the first page 
details that OTC is an abbreviation for the Orbital Telecommunications 
Company. This inexplicably changes to OCT from the second page 
onwards and is maintained throughout the dialogue in the completed 
episode. 
Regular Cast: Joe, Mac, Sam, Shane 
Major Equipment: BIG RAT, Jet Air Car, Sam's Car, Joe's Glasses, 
Security Truck, OTC 19 Supply Rocket 
Brain Pattern: Charles Drayton - Astronaut 

Voice Cast 
Dr. Nagel. ..Gary Files 
Shane Rimmer 


14 ARCTIC ADVENTURE 

In the middle of a freak storm, World Air Force B107 bomber 
XV104 is miles off course and straying into Eastern Sector territory 
over the Arctic Circle. Losing altitude, the bomber is tracked by the 
officers of the Eastern Alliance Vostula Base as the crew eject and the 
bomber crashes just three miles from the Eastern Sector. Within a few 
days, official reports of the incident announce that all four of the 
nuclear devices carried by the bomber have been recovered. 

Joe and Mac are collected from the cottage by Shane and Sam 
and Shane explains that he has an important new mission for Joe 90. 
He reveals that the news reports about the B107 crash were falsified 
and, in fact, the fourth bomb is still missing. W.I.N. has realised that the 
only place the bomb can be is on the sea bed under the ice and it is 
vital that it should be recovered as the political implications are 
enormous. Dr. William Kelvin is the only man with the knowledge and 
ability to recover the device as he has carried out an extensive 
underwater survey of the whole area but, unfortunately, Kelvin is nearly 
70 and too old to partake in the mission. The W.I.N. team visit Kelvin 
at his home and Joe records the explorer’s brain pattern. Joe openly 
explains what he is doing, but Kelvin believes that he is playing a 
child's game. 

Back at the cottage, Joe gets ‘brained up’ and the team set out 
for the Arctic. They rendezvous with a Navy icebreaker just inside the 
Arctic Circle which takes them to the edge of the pack ice. Sam shows 
Mac and Joe the B107 crash area on a map, explaining that strong 


underwater currents in the area could have carried the device further 
west. Mac asks about Vostula and Shane tells him that this is the 
Eastern Alliance’s underwater research centre, and possibly presents 
Joe with his biggest problem. As the mini-sub he will use has a limited 
range, he will have to pass close to Vostula. The only hope is that they 
may have relaxed their radar watch after the Wester Alliance ground 
search was Called off. However, at Vostula, Colonel Kovac orders his 
men to keep the radar watch at emergency level. 

The captain of the icebreaker reports that they are as far as they 
can go, so Shane tells him to prepare the mini-sub, keeping his crew 
away from the area once it is ready. Sam tells Joe that they will use 
transmitters on scramble to maintain contact. The mini-sub is 
launched and Joe pilots it under the ice, planning to begin a vector 
search westward as soon as he reaches the crash site. He locates 
wreckage that has been carried a long way from the crash site, but 
‘Sam realises that his position is now less that ten miles from Vostula. 
Mac urges Joe to turn back, as they won't be able to help if he gets 
into difficulties, but Joe is determined to find the bomb and moves 
Closer to Vostula. Joe finally locates the device lodged in a crack in the 
rocks and moves in to dislodge it with the mini-sub’s mechanical 
grabs. At Vostula Base, the two radar operators are enjoying a drink 
and conversation while Colonel Kovac is absent, but they suddenly 
Notice an unidentified reading on the sonar trace. Kovac orders a 
general alarm and dispatches a pair of U18 killer submarines with 
orders to seek and destroy. Joe is struggling with the device which is 
lodged tighter than he had at first thought. Mac spots radar traces of 
the enemy killer subs closing in on Joe's position and Sam orders Joe 
to get out of there. He refuses, continuing to work the bomb free as the 
U18s move closer and closer. The device finally comes loose, but the 
killer subs are now only one mile from Joe's position. Sam tells Joe 
that his only chance of evading the U18s is to use his knowledge of 
the underwater terrain to outmanoeuvre them. 

Chased by the U18s, Joe takes cover in an underwater cave, but 
the killer subs maintain their search and Joe's air supply starts to run 
out. He leaves his hiding place and heads down a canyon close to the 
sea-bed, stirring up clouds of sand and creating an underwater 
‘smoke-screen’. The U18s follow, but the ‘smoke-screen’ proves to be 
an effective cover and Joe evades them. He returns safely to the 
icebreaker with the atomic device. Mac is concerned when Kovac 
radios the ship threatening to start trouble and Shane admits that 
although Kovac cannot prove anything, he could put two and two 
together. Shane's solution is to invite Kovac aboard, telling the others 
that the Eastern Alliance commander's brain pattern could be very 
useful in the future. 

Notes: The working title of this episode was “The Search”. Mac is once 
again seen reading the newspaper with the “Red Arrow Test Flight 
Cancelled” headline from the Thunderbirds episode Edge Of Impact. 
The underwater theme composed by Barry Gray for this episode later 
became ‘Arra’s Theme" in the Space:1999 episode Collision Course. 
Part of the underwater section of Vostula Base incorporates the London 
Car-Vu from the Captain Scarlet episode The Mysterons. 
Regular Cast: Joe, Mac, Sam, Shane, Mrs. Harris 
Major Equipment: BIG RAT, Sam's Car, Joe’s Glasses, Mini-Sub, U18 
Killer Submarines, B107 Bomber, Icebreaker 
Brain Pattern: Dr. William Kelvin - Oceanographer 

Voice Cast 
Commander Kovac. 
Or. William Kelvin. 


.David Healy 
Gary Files 


B107 Pilct....... Gary Files 
B107 Co-Pilot Hal Jeremy Wilkin 
1st Russian.. Gary Files 
2nd Russian. 

Captain... 


Radio Voice..... ...Keith Alexander 


145 THE FORTRESS 

In Santa Marina, South America, W.I.N. agent Roger Fleming is 
cornered by Captain Trang and his soldiers in a hut in the forest. He is 
taken away, but his W.I.N. transceiver sends an auto distress call 
which is picked up by the W.IN. satellite. Shane calls Sam to W.L.N. 
HQ and explains that within 24 hours, Trang will have determined what 
it was that Fleming was carrying. He tells Sam to alert Mac that they 
have a mission for Joe 90 - the brain impulse tape number is G17. 

At the cottage, Shane and Sam brief Mac and Joe. Joe has 
received the brain pattern of W..N. agent Mike Laramie, Fleming's 
colleague in the Santa Marina sector. Laramie had passed a top secret 
microfilm to Fleming just before being ambushed and left for dead. 
Fleming managed to hide the microfilm before he was captured, but if 
Trang finds it, it will blow the cover of every W.I.N. agent in the area. 
The fortress where Fleming is being held is virtually unapproachable, 
but Laramie knows the one way to reach it, and now, so does Joe. 

At the fortress, Trang interrogates a drugged Fleming to force 
him to reveal the location of the microfilm, but Fleming feigns 
ignorance of what Trang is talking about before passing out. Trang 
tells Lieutenant Raoul that once they have broken him, Fleming will be 
eliminated, along with any other agent caught inside their border. Joe 
receives explosives, a stun gun, compass, flares and a transceiver 
before he, Mac and Sam take a hypersonic C418 jet from Northfield 
Base on a five and a half hour flight to a private landing field 25 miles 
east of Paragia. They are collected by car and driven to a helijet pick- 
up point near the Lareno river basin. Joe directs the helijet to an old 
boat house on the south bank of the river. There, they find a compact 
hovercraft, just big enough to hold two men, which has been left there 
by Laramie and Fleming. This vehicle can go anywhere and will enable 
Joe to clear the river mines around the fortress. Joe is on his own now, 
but Sam tells him that he and Mac will come in with the helijet as soon 
as he gives the word. 

Raoul displays his impatience to settle an old score with 
Fleming, but Trang tells him that he must wait until the agent has told 
them what they want to know. Joe makes his way down the Lareno 
River and makes camp at nightfall on the river bank. He contacts Sam 
and asks to be woken an hour before sunrise. The wake-up call is 
timely as Joe finds himself being menaced by a huge snake, but a 
shot from his pistol takes care of it. He sets off again down the river, 
travelling all day so that it is dark again before he nears the end of his 
journey. When he is about a mile from the fortress, Joe contacts Sam 
to report that he will now maintain radio silence until he has recovered 
Fleming. 

Arriving at the fortress, Joe fires a gas pellet through the window 
of the security office, knocking out Raoul who is observing Fleming on 
a monitor, Then, Joe uses a rope gun to fire a grapple on to the roof, 
climbing the rope to the window of the interrogation room. He uses 
explosives to blow in the grille over the window, but the noise wakes 


Raoul who calls Trang to the office. The interrogation room is bugged 
and the pair listen in as Joe tries to persuade Fleming that he is indeed 
a WIN. agent. Fleming is finally convinced and reveals the location of 
the microfilm to Joe in case one of them doesn’t manage to escape: 
eight miles past the Lareno bridge in the old mission ruins. Trang 
sends guards to kill Joe and Fleming while he and Raoul set off ina 
launch to recover the microfilm. Joe shoots down the guards and he 
and Fleming make their way to the hovercraft 

They set off in pursuit of Trang to try and beat him to the 
microfilm. Fleming explains that on the open river, Trang’s launch can 
leave them standing, but their hovercraft will outmanoeuvre it on the 
backwaters. He wishes that Laramie were with them as he knows the 
channels like the back of his hand. Joe tells him that Laramie is with 
them in spirit. Taking to the backwaters, Joe manages to get ahead of 
Trang’s launch and the two vehicles race down the river. A fallen tree 
across the channel proves no obstacle to the hovercraft and Joe's 
driving abilities, but Trang’s launch crashes into the trunk at full speed 
and explodes. 

Fleming and Laramie are reunited at Laramie’s hospital bed 
where Fleming tells his friend that he has just spent an unpleasant 20 
hours in the fortress until a W.I.N. agent got him out. When Laramie 
asks the agent's name, Fleming tells him that he was so full of drugs, 
he thought it was a young boy who called himself Joe 90. 

Notes: Deleted scenes in the original script feature Joe, Mac and Sam 
being fired upon in the helijet by auto-rocket batteries as they make 
their way to the boat house on the Lareno River. Also, the race to the 
microfilm comes to an end when both vehicles negotiate a sudden 
bend in the river and Trang’s launch crashes into an islet. 
Oops: Fleming tells Laramie that he was held in the fortress for 20 
hours, but he must have been there for considerably longer. After 
Shane gets Sam out of bed for a meeting at W.I.N. HQ, they drive from 
London to Dorset to brief Mac and Joe over coffee, and it then takes 
Joe, Mac and Sam 51/2 hours to fly to South America, arriving at 4pm 
local time. From that point, it is well over 24 hours (Joe travels from 
dawn until night on the next day) before Fleming is rescued. Fleming 
must, therefore, have been imprisoned for at least 35 hours. 
Regular Cast: Joe, Mac, Sam, Shane, Mrs. Harris 
Major Equipment: BIG RAT, Jet Air Car, Sam's Car, Joe's Glasses, 
Hovercraft, Helijet, C418 Aircraft, W.LN. Satellite 
Brain Pattern: Mike Laramie - W.I.N. Agent (G17) 

Voice Cast 
Roger Fleming. 
Captain Trang 
Mike Laramie. 
Lieutenant Raoul 
Soldiers...... 


Gary Files 
avid Healy 
Keith Alexander 
Martin King 
Gary Files 
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Chris Paulsen, Los Angeles, California, USA 

As we are all unique individuals with our own unique 
Perspectives and opinions it was a given that not all the attendees 
to the Breakaway Convention would be 100% happy 100% of the 
time. As one of the organisers, | can tell you the committee fully 
understood that the success or failure of the con depended 
entirely on the happiness of the attendees. We tried never to lose 
sight of the significance of the convention, nor our responsibility to 
put on as good a show and weekend as we possibly could. We 
were aware that people were coming from all over the world.and 
had high expectations. So did we. 

There is much truth to what Nick Williams wrote in his 
FabReview (FAB 38) concerning Breakaway but a certain amount 
of initial disorganisation and miscommunication is bound to 
happen at any function, any large scale gathering. We are not 
professionals, just dedicated fans who spent years of our lives 
Pulling it all together. 

That said, | would like to respond to a few things in particular. 
American conventions tend not to interview Quests on stage but 
rather allow the celebrities to talk directly with the fans. We were 
following precedent, not making it. Barry Morse's “unwarranted, 
ill-informed attack” on Gerry Anderson did cast a pall over the 
opening ceremonies, | felt, but had nothing to do with the 
organisers. This was not the message of unity and healing that | 
had tried to stress. Martin Landau had a choice of disappointing a 
few hundred fans or doing a favour for a director whose earlier film 
had earned Martin an Oscar, and as a result of his favour would be 
seen by tens, if not hundreds, of millions of people worldwide. It 
was frustrating to be graced only with Barbara Bain's stage 
presence, but that should not reflect on the committee or the con. 
It was her choice, not ours. And she had her reasons. The 


Saturday Space: 1999 Documentary snafu was partially due to 
circumstances involving the production of “Love Letters”, an 
unforeseen and unfortunate situation that the con committee had 
been assured would not happen. ‘Crowd control’ in the 
collectibles room was necessary as all the items had been 
generously donated and were uninsured. We chose to err on the 
side of caution. And finally, Breakaway was advertised as the last 
‘Alliance’ convention and that is the truth. Those who have been 
with the Alliance since its inception felt that 1999 was a good year 
in which to pass the torch to the next generation. 

| feel personally that everything in life has its share of 
successes and failures. | have a choice as to which | will 
remember. For the Breakaway Convention | choose not to 
remember the early chaos. | choose to remember the euphoria 
and bonding of Breakaway Eve and September 13, 1999. | can. 
almost guarantee that everyone who attended walked away with 
Positive memories that will last a lifetime - an accurate barometer 
of the success of Breakaway. And | most certainly appreciate the: 


kind words that Nick had to say about myself.and Erwin. Itwas a.» 


pleasure to meet you, Nick, and all the other fans whom! met. over 
the weekend. 
See you all again in the future! 


Nick-replies:."My intention with FabReview was to provide a 
record of my experiences at Breakaway. There: were many 
Space:1999 fans that couldn't attend, and it seemed reasonable to 
tell them what they'd missed. But of course; it was only one man’s 
View, and what disappointed me may well have excited others. As 
@ Convention organiser myself, 1 fully appreciate that certain. 
elements were outside the contro! of the Breakaway committee, ~ 
and it was never my intention:to suggest otherwise. 

“Like most people, | left Breakaway with some very positive 
memories which, for the most part, countered the a i 
certainly stay with me a lot longer.” 


Mark Bale, Swansea, West Glamorgan “ 

| would firstly like to thank the Fanderson team for their 
cordial hospitality and friendship at the recent Breakaway Con 
which | had the good fortune to attend. | had never attended a 
convention of this size/nature before, and this was my first visit to 
America (and only my second visit abroad). 

Generally speaking, | enjoyed the four days, although the 
organisation of the convention left a lot to be desired - they tried 
hard, but it could have been much better. The biggest 
disappointment was the non-appearance of Martin Landau, and 
then the sudden departure of Barbara Bain (although | didn’t get 
her picture or autograph, | did get a nice “Hello” from her when | 
greeted her on the Saturday afternoon). 

Like everyone else at the convention, | thought that the 
Message From Moonbase Alpha video was superb. Yet another 
thank you from me to you at Fanderson for a lovely time. 

Finally, on the subject of This Is Your Life, | also remember 
seeing Christopher Lee get his surprise greeting from Eamonn 
‘Andrews in his Earthbound costume on the set. If | remember 
correctly, Andrews was also dressed up as a fellow crew member 
of Captain Zantor. 


I'm wondering now if Phil Wickwar and | have got our 
memories of seeing Roy Dotrice get the ‘red book’ from Eamonn 
on the Earthbound set mixed up. | do seem to recall seeing 
Eamonn dressed up as a Kaldorian but did the This Is Your Life 
team spring surprises on both Christopher Lee and Roy Dotrice 
during the making of Earthbound? Can anyone else shed any light 
on this? 


David Smothers, Odessa, Missouri, USA 

| wanted to write this letter to express my appreciation for the 
wonderful interviews and articles in FAB. I've been a member for 
less than a year and | originally joined because it was the only way 
to obtain the Space:1999 Year One CD. | never expected this 
newsletter to be as well done as it is. You can be assured that | will 
be a member for a long time. 

With Carlton's acquisition of ITC's library, | hope that a 
release of Space:1999 will be forthcoming. | can't imagine them 
spending all that money for the library and then simply sitting on 
everything. | know that Fanderson is very effective in lobbying for 
the fans of all Gerry Anderson's shows, and | think that if we all 
stick together and make our voice heard, we can be even more 
effective. 

J also wanted to mention what incredible care and dedication 
was put into the Space:1999 Year One CD. Originally, | was a little 
taken aback by the price, but once it arrived (and once | read all 
about what was involved to put it all together), I'm surprised it 
wasn't. more expensive! 

Also;.thank you for the new US dollar option of payment. 
Getting a money order in pounds for me involves a 30 mile drive 
and a lot of trouble. One suggestion | do have is that you might list 
internet addresses of various Anderson-related internet discussion 
groups.The more we. keep in touch with each other, the better for 
the continuing support of Gerry Anderson's work, and the more 
friends we all can make. 


An extensive list of links to various Gerry Anderson websites 
and discussion groups can be found:on the: Links page on the 
Fanderson website, and we welcome any information about other 
websites and discussion groups that we have not yet listed. Please 
contact us with full details at the club email address (see page 3). 


Mark Hodgson, Wimbledon, South London 

Congratulations on FAB 38. Particularly glad you've finally 
tracked down some Thunderbirds scripts at last. But tell me - the 
full page colour photograph of the car stacker on page 33, the 
quality is so good, can you tell me if it is an archive photo of the 
Original model in the series or a recent re-creation? 

Is there any chance of reprints of FAB issues 1 to 5? 

Was there ever a promotional video for the release of Kate 
Kestrel’s single “S.0.S."? 

In your articles and episode guides (and calendars), all the 
original U.K. transmission dates often feature their first ever 
appearance in the country, which always seemed to be ITV 
regions besides the London area. Living here at the time, | would 
be most interested in the first run dates for London. Is there any 
chance of printing the dates of the first showings of all the series, 
say, from Stingray to Space:1999, or where could | find that 
information? 

An old colour feature film called Thunderbirds (1942) is a 
live action drama centred around an American airfield. It was 
shown on Sky Movies last year. It was of interest because Gerry 
Anderson's biography mentioned this airfield where his brother 
was briefly stationed during WW2. It's basically a recruiting film for 
the U.S. Air Force, but gives us a rare chance to see the airfield 
and the original Thunderbird aircraft in action that inspired the 
name. The action at the climax of the film even features some 
rather good model work, coincidentally enough. 

A bizarre coincidence, or possibly a reason why Captain 
Scarlet sounds like Cary Grant, is in the 1937 film Topper. In it a 
couple are killed by a car crash and return as ghosts. Kirby (Cary 
Grant) and his passenger are driving too fast and their tyre blows 
out, causing the crash. Afterwards, the camera pans along from 


the feet of the dead body to the feet of the same person standing 
up, Kirby's living ghost - the same sequence as in the first Scarlet 
episode! 


Thanks for the info, Mark. To answer your various questions: 

The car stacker photo last issue was indeed a picture of the 
original model in Move - And You're Dead, taken during production 
of that episode in 1965 by unit photographer Doug Luke. 

Sadly, the cost involved makes straight reprints of the earliest 
issues of FAB prohibitive, but we do have plans to reprint the 
feature articles from those issues in a special edition of FAB in the 
(hopefully) not too distant future. 

A promotional video for “S.O.S.” did the rounds of the various 
music programmes and Saturday morning kids shows in 1983 - the 
video featured Moya Griffiths performing the song as Kate Kestrel. 

Unfortunately, it is usually only the premiere screening dates 
of episodes that tend to be catalogued, while details of regional 
and repeat runs are more difficult to come by. Some regional 
screening dates for Space:1999 were published in issue 16 of 
“S.1.G." magazine in 1986, but even then the listings were 
incomplete. 

That said, we are currently attempting to compile information 
on the various screenings (including repeats) of the various 
Anderson shows in the different regions on the ITV network and 
would welcome any information that readers can provide. Many 
large city libraries archive local back issues of “TV Times" and this 
is a.good starting point for research of this kind. 


Andrew Blyth, Catford, London. 

This letter is long over-due. In fact I've been thinking of 
writing to you ever since | received my copy of The Day After 
Tomorrow (whose title accurately predicted the speed with which 
my video arrived). Although | had read about the existence of this 
Programme, | doubted | would ever see it, much less own a copy 
myself. Cheers! 

Is there any possibility that other rare Anderson productions 
could find their way onto Fanderson videos? I'm thinking of things 
like the Space Police pilot and The Investigator. | can but hope. 

Joining Fanderson was definitely one of my better ideas. 
Your sales service is excellent, the magazine is excellent, and | got 
the chance to go to a Lavender Castle screening and meet Gerry 


FAB BACH ISSUES 


Back issues of FAB Magazine are available from Fanderson Sales. 
{fan issue is not detailed here, it has sold out and is no longer available. 


FAB 9: Zienia Merton; Captain Scarlet Episode Guide (Pt 2). 
Cover: Joe 90 - Arctic Adventure/Hijacked £3.50 


FAB 11: Mike Noble; The Making Of UFO (Pt 2); Martin Landau biography; 
Captain Scarlet Episode Guide (Pt 4). 
Cover: Space:1999 - The Metamorph/Devil's Planet £3.50 


FAB 12: Kevin Davies (Pt 1); The Making Of UFO (Pt 3); Crossroads To Crime; 
Terrahawks Episode Guide (Pt 1). Cover: Terrahawks - Yung-Star £3.50 


FAB 13: Kevin Davies (Pt 2); The Making Of Fireball XLS (Pt 1); Terrahawks 
Episode Guide (Pt 2) 
Cover: Fireball XL5/Space:1999 - One Moment Of Humanity £3.50 


FAB 15: A Tribute To Barry Gray - interview and full discography; Terrahawks 
Episode Guide (Pt 4). Cover: Stingray - Marina/Joe 90 - The Professional £3.50 


FAB 23: Richard Gregory & Roy Scott; UFO Episode Guide (Pt 3); Thunderbirds 
merchandise (Pt 1). Cover: UFO - The Man Who Came BacKiKill Straker! £3.50 


FAB 26: Space Precinct memories: Richard James, Nic Klein, Megan Olive & 
David Quilter; The Making Of Thunderbirds (Pt 6); Stingray Episode Guide (Pt2). 
Cover: Gerry Anderson & Thunderbird 2/Lavender Castle - Captain Thrice £3.50 


FAB 27: Ed Bishop (Pt 1); Captain Scarlet Mini-Albums Guide; Thunderbirds 
merchandise (Pt 3). Cover: Captain Scarlet - Lunarvile 7/The Launching £3.50 


FAB 28: Ed Bishop (Pt 2); The UFO Writers Guide (Pt 1); Captain Scarlet 
merchandise (Pt 1); Stingray Episode Guide (Pt 3). 
Cover: UFO - The Psychobombs/The Man Who Came Back £3.50 


FAB 29: Johnny Byrne (Pt 1); The UFO Writers Guide (Pt 2); Captain Scarlet 
merchandise (Pt 2); Stingray Episode Guide (Pt 4). Cover: Space:1999 - 
Voyager's Retum/Mission Of The Darians £3.50 


FAB 30: Johnny Byme (Pt 2); The Space Precinct Writers Guide; Joe 90 
merchandise, Cover: Space:1999 - The MetamorphiThe Immunity Syndrome 
£3.50 


FAB 31: Captain Scarlet Tribute issue: Mysteron Memories; The Century 21 
Puppets Catalogue (Pt 1); The Captain Scarlet Press Book. 
Cover: Captain Scarlet - Crater 101/Cast £3.50 


FAB 32: Robert Vaughn profile and screenography; UFO Memorabilia; Stingray 
Episode Guide (Pt 5). Cover: Lavender Castle/Space:1999 - The Rules Of Luton 
£3.50 


FAB 33: Christopher Penfold; Joe 90 - The Birthday complete script; Fanderson 
Members Survey Results; Stingray Episode Guide (Pt 6). 
Cover: Space:1999 - War Games/Guardian OF Pir £3.50 


FAB 34: Joe 90 Tribute issue: The Joe 90 Writers Guide; The Century 21 Puppets 
Catalogue (Pt 2); Joe 90 Episode Guide (Pt 1). 
Cover: Joe 90 - HivJacked/The Race £3.50 


FAB 37: Gabrielle Drake; Rodney Matthews; Tributes to Christine Glanville; 
Thunderbirds Script to Screen: Move - And You're Dead (Pt 1). 
Cover: Thunderbirds - Lady Penelope/Lavender Castle - The Collector £4.50 


FAB 8: Peter Gordeno; Gary Files; The Making of Space:1999 - Message From 
Moonbase Alpha; Thunderbirds Script to Screen: Move - And You're Dead (Pt2). 
Cover: Space:1999 - Sandra Benes/Captain Scarlet - Traitor £4.50 


FAB 39: David Lane; Tributes to Reg Hil; Thunderbirds Script to Screen: Move - 
And You're Dead (Pt 3); Joe 90 Episode Guide (Pt 3). 
Cover: Joe 90 - Sam Loover/Thunderbirds Are Go £4.50 


Prices are inclusive of postage for members resident in the UK - 
‘overseas members please add £1 postage for each issue ordered. 
Please make cheques or postal orders payable to Fanderson Sales. 
Send your orders, clearly stating which issues you require, to: 
Fanderson Sales, c/o Stephen Brown, 15 Somerset Road, Erdington, 
Birmingham B23 6NQ, UK 
allowing at least 28 days for delivery. 


Anderson. 

I've just read the FAB article on Message From Moonbase 
Alpha and confess to getting a little choked up by the transcript. 
It's very well scripted - just a shame it couldn't have been 
broadcast to cut into terrestrial TV channels on the thirteenth of 


September. Judging by the article it looks as if it deserved to be. 

Although | only joined Fanderson last year, I've followed 
Anderson fan stuff since “S.I.G." started, and now that | am a 
member | find that it feels a little like ‘coming in from the cold.’ | 
look forward to attending the next convention to finally talk to other 
adults who still read Annuals. 

My interest is spread across all the Anderson shows, and my 
‘favourite show’ changes daily (today it's Fireball XLS), and yes, 
that does mean that | watch Terrahawks and the second season 
of Space:1999. Laugh if you want - | do. 

I've just renewed my membership, and am looking forward 
to what you talented and industrious people pull out of the hat for 
the year 2000. Thanks goes to all you obviously hard working 
guys and gals who made my first year's membership worth 
getting out of that damn cold for! 


Funny you should mention Space Police, as we're currently 
working on preparing the complete, unedited (and unscreened) 
full length version of that pilot programme for a club video release 
later in the year. We haven't got a firm release date yet, but as soon 
as we do, we'll let you know. 

We wouldn't rule out the possibility of a video release for The 
Investigator, but that will rather depend on us being able to track 
down a decent print of the programme. 


Simon Morris, Cwmbran, Gwent 

| greatly enjoyed reading FAB 38, especially the interview 
with Peter Gordeno. Personally, because he was only involved 
with a small number of episodes of UFO, | had always considered 
him to be one of the more minor elements of the series. How 
refreshing, therefore, to read his enthusiastic recollections in the 
interview. | was interested to see that he had considerable recall of 
his involvement in the show and that there was little of the 
vagueness that some actors display when they are discussing 
their work from many years ago. 

It's always a pleasure to read about actors who enjoyed their 
work and still relish talking about it to fans and | would say that 
Peter Gordeno certainly comes into this category. | came away 
from reading the interview feeling not only that | had learned 


something new about UFO, but also that | had gained a new 
respect for one of its cast. 
Awell-conducted and put together piece. 


Aimee S. Glover, Porthmadog, Gwynedd 

| was really looking forward to the BBC2 Radio 2 broadcast, 
Thunderbirds Are Go: Sci-Fi On Strings on February 8th and | 
certainly was not disappointed. Everything in my room stopped 
dead at 9pm to hear what was an exciting and informative 
programme. | am sure many other fans were listening and 
enjoying it as well. 

| feel | must congratulate the BBC and Bob Monkhouse for a 
fantastic hour dedicated to the worlds of Gerry Anderson. How 
interesting to hear the voices of some of the cast of his many 
series. One of the most exciting things to come out of the 
programme was the anticipated repeat of Thunderbirds in the 
autumn. Are you making arrangements to merchandise any 
goods which will coincide with the release of the series? 

After many hours of searching for video tapes of 
Thunderbirds, | will definitely be stocking up with blank video 
tapes before the autumn to make sure that, this time, | have the 
whole collection 


Due credit for the Radio 2 programme should also go to 
Robin Quinn who produced the documentary as an independent 
production for the BBC. 

As you will have read on the news pages, a big commercial 
merchandising operation is already under way to ensure that there 
will be plenty of Thunderbirds products in the shops in the 
autumn. Although the club’s representatives are assisting the 
various merchandisers in a number of ways, Fanderson will not 
actually be producing any Thunderbirds merchandise of its own at 
this time, beyond further additions to our growing list of photo 
prints. This will be partly to avoid any licensing conflicts with 
commercial manufacturers, but mainly because the Thunderbirds 
projects that we are currently planning require a much longer 
gestation period and will not be ready for release within such a 
short span of time. 


Daniel Cooper, Ilkley, West Yorkshire 

Thank you for publishing my letter about Robert Vaughn in 
FAB 97. | recently purchased a massive (nearly 1400 pages) book 
called “The Encyclopedia of Science Fiction” edited by John Clute 
and Peter Nicholls which has recently been reprinted in a revised 
edition. The first edition of the book apparently won a Hugo Award 
for best non-fiction sf book of the year (1979), so it comes with 
pretty heavyweight credentials and a reputation for accuracy and 
detail. However, the entries for the various television series in the 
book are, I've found, appallingly bad and | don't know whether to 
be enraged or amused that the writers of these parts of the book 
could be so ignorant. 

Here are a few of the entries which display the snobby 
authors’ incredible ignorance of the subject matter, and which, | 
hope, will incense other readers as much as they did me: 

On Joe 90: “This was the last and one of the least popular of 
the sf animated-puppet series made for children in 
“SuperMarionation” by the Andersons. Joe 90 collapsed after one 
season, perhaps because it appeared more childish than most of 
its immediate predecessors in the SuperMarionation tv shows.” 

On Doppelganger: “Doppelganger, though panned by 
most critics, displays its illogical plot with some style. Scientists 
discover a counter-Earth, an exact duplicate of Earth that is always 
on the opposite side of the Sun - a centuries old idea that popped 
up occasionally in pulp sf. An expedition is mounted to reach the 


counter-Earth, and the confusions of the subsequent story, 
involving sabotage, characters meeting themselves and apparent 
conspiracy between the two planets, are compounded by the fact 
that the whole story is told in flashbacks by a scientist in a mental 
asylum, giving a Dr. Caligari-like ambiguity to the whole film.” 

On UFO: “Before this series, the Andersons had been best 
known for their sf tv puppet series, such as Thunderbirds. In this 
first live-action tv series from them, the actors certainly resembled 
puppets, and the make-up, apparently deliberately, reinforced the 
effect. The bland scripts, though more sophisticated than those of 
the Supermarionation puppet series, were typical of Anderson 
productions, possibly because the Andersons underestimated 
children’s intelligence. Many of the stories, about elusive 
disguised aliens, were reminiscent of episodes of The Invaders.” 

On Space:1999: “Despite good special effects and 
sometimes imaginative sets the series, with its stereotyped 
characters and humourless scripts, was remarkably wooden, 
eliciting predictable jokes about puppets. The other major flaw 
was a scandalous disregard for basic science: stars are confused 
with asteroids, the Moon's progress though space follows no 
physical laws, and parsecs are assumed to be a unit of velocity.” 

On Scientific Errors: “Sf in the cinema and on television, 
moreover, is generally still about as scientifically illiterate as was 
pulp sf of the 1930s. Space:1999 was a particularly bad offender.” 

On Television: “Anderson's Supermarionation puppet 
programmes are fun, but are really for quite young children. In 
1975 Gerry Anderson, after the failure of UFO, created a pale 
imitation of Star Trek with Space:1999. Surprisingly, it enjoyed 
some success in the USA, but only briefly, and it ended after 2 
seasons. The series represents a nadir in the quality of scientific 
thought in televised sf.” 

And finally, on Gerry & Sylvia Anderson: ‘After a 
nondescript non-sf series, The Protectors, the Andersons 
launched on their most elaborate venture yet, Space:1999, an 
internationally cast and impressively mounted attempt to produce 
a show with both mass and cult appeal along the lines of Star 
Trek. It is frequently and not entirely without justification 
remembered as the worst sf series ever aired.” 

Now, if you'll excuse me, I'm going to go and cool down by 
watching another of those UFO episodes about elusive disguised 
aliens that are so reminiscent of episodes of The Invaders. 


| love a good laugh at the expense of the authors of 
improperly researched encyclopedias, and when it comes to 


television, and particularly science fiction television, there are so 
many to choose from, aren't there? Fortunately, we've always got 
Roger Fulton's wonderful “The Encyclopedia of TV Science 
Fiction” to fall back on, and a revised edition (including everything 
produced since 1997) is being prepared as we speak. 


Robert Reid, Camelon, Falkirk 

ITV's Teletext service are currently running a feature, “TV 
Plus 2000” looking for the best 1000 TV programmes of all time. In 
at number 83 (only 837?) is Thunderbirds, but time seems to 
have dimmed the compilers’ memory somewhat: 

“Preceded by Stingray and Supercar this was the show that 
broke barriers and made FAB International Rescuers out of 
bouncy puppets with funny arms. Millionaire Jeff Tracy and sons 
Virgil, Alan, Gordon and John aside, the true stars were Lady 
Penelope, the first puppet to smoke, and Parker, her butler and 
driver. The Hood was the Tracys’ arch-enemy and two spin-off 
films followed.” 

Well, at least they got that last bit right, but there’s worse to 
come: Baywatch is two places higher! e 


YOUR FREE UFO COLLECTOR CARD 


The UFO Collector 
Card presented free 
with this issue of FAB 
is just one of a series 
of oversize trading 
cards that you will 
receive free with 
each issue of FAB 
magazine during this 
membership year. 
The complete set of 
96 UFO Collector 
Cards features 
scenes from every 
single UFO episode, 
portraits of the main 
cast and guest stars, 
the SHADO vehicles, the Aliens, rare behind the scenes 
shots and a special sub-set of scenes from Doppelganger, 


the 1968 feature film which was the precursor of UFO. 
Members who have just joined the club or renewed 
their membership with this issue will also have received the 
second Booster Pack of 12 collector cards which will also be 
sent to every new and renewing member during this 
membership year. The remaining cards in the set are 
available as sub-sets for a limited period from Fanderson 


Sales - all eight sub-sets are available now (see your 
Fanderson Sales list for details) - enabling every club 
member to build a complete collection of UFO cards that 
will not be available anywhere else! 

If your current membership expires with this issue of 
FAB, you will have been sent a renewal form with details of 
how to rejoin for another four issues of FAB. To ensure that 
you receive all of the free Fanderson collector cards, please 
return the form with your membership payment before the 
specified date as we cannot guarantee that the card issued 
with FAB 40 will still be available after the publication of that 
issue, 


TAYBOR'S EMPORIUM 


Taybor's Emporium listings are free of charge to all Fanderson 
members and are accepted in good faith. Fanderson is unable to take any 
responsibility for resulting private trade or transactions, but any members 
found to be abusing the spirit of the Emporium will be expelled from the club 
without refund. 

Members should forward Emporium listings to the FABMail address, 
including name, contact address and membership number. Please keep text 
to an absolute minimum and write clearly (we cannot accept responsibility for 
any incorrectly printed details resulting from illegible submissions). 

Please note: we cannot accept listings that refer to any merchandise 
other than Gerry Anderson-related items, or listings that advertise the re-sale 
of club merchandise currently available on the Fanderson Sales list. We 
cannot print members’ telephone numbers but will publish e-mail addresses 
if required, 
WANTED 
Fireball XL5 episodes: 1875, Whistle For Danger, Faster Than Light, Space City 
Special, Ghosts Of Space. Will exchange for other episodes, “Alias Mr 
Hackenbacker” Thunderbirds mini disc or will pay cash. 

CONTACT: 
Barry Spencer, 24 Craigton Road, Eltham SE9 10F 


WANTED: 

Set of 8 Thunderbirds plates and information on plate set. 

CONTACT: 

PN. O'Neill, 112 Sumatra Road, West Hampstead, London NW6 1PG 


WANTED: 
Boxed Century 21 Zero X (battery operated) 

Boxed Century 21 Joe 90 car (friction drive) 

Bagged Century 21 Joe 90 briefcase 

Boxed Lone Star Captain Scarlet cap pistol 

Boxed Lone Star Captain Scarlet rifle 

| have various Anderson toy and non-toy items to selltrade. 
CONTACT: 

Essad Buckridan, 7 Pelham Rd, London £18 1PX 
essad@rocious.demon.co.uk 


WANTED: 
Die-cast models of the hoverbikes featured in Thunderbirds 
Thunderbirds or Stingray duvet cover (in good condition) 
Thunderbird, Stingray, Fireball XL5 comics from early to mid-1960s 
CONTACT 

Christopher J. Brown, 20 Nunnington View, Leeds LS12 2PF 


WANTED: 
Stingray videos Volumes 4, 5 & 10 

CONTACT: 

Jim Ryan, 9 Hope Close, Sutton, Surrey SM1 4AT 


FOR SALE 
UFO Annual 
CONTACT: 

Jeffrey Fryer, 47 Lloyd Crescent, Newton-le-Willows, Merseyside WA12 9LD 


£8.00 (or £10 inc. postage) 


FOR SALE: 

UFO - set of four boxed laser discs. Each set contains a colour booklet - never 
used. Serious offers please. 

CONTACT: 

Danny Doyle, 44 Harbinger Road, Millwall, London E14 3AA 


WANTED 

Correspondence with English fan (girl) so | can visit convention and meet!! 
CONTACT: 

Frank Landman, Lucas Gasselstr, 1., 5611ST. Eindhoven, The Netherlands 


FOR SALE: 
20 Space:1999 videos 

plus other items. 

CONTACT (please send sae) 
Kevin Owen, 34 Telegraph Street, Shipston on Stour, Warwickshire CV36 4DA 


£100.00 
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